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True scenography is what happens when the curtain 
opens and can’t be judged in any other way. 
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i. ABSTRACT 
 
This PhD research project explored scenographic practice in the creation and 
presentation of contemporary chamber theatre. The employed practice-led approach 
allowed for exploration of theoretical insights around stage composition within the 
chamber theatre form, directly resulting in the creation of two new performance 
works. This document details the development of the conceptual framework informed 
though creating What’s Wrong with Gregor Post? and the two creative practice 
research cycles creating A Tribute of Sorts (Versions I & II). The study arose from an 
enthusiasm of practice – my interest in creating contemporary theatre works that 
exploit intimacy through scenographic activation. The practical component of this 
study holds a weighting of 75%, the exegetical component holds the remaining 25%.  
 
This study’s focus is on the operation of chamber theatre space, not necessarily the 
styles of work in that space. In order to set up the study, the term “chamber theatre” 
is redefined from being ‘a form of performance and dramaturgy that restricts the 
stage means of expression, the numbers of spectators and actors and the scope of 
the themes’ (Pavis 1998, 46) to become theatre works that are, either through design 
structures or their physical performance space, intimate, confined or framed.  
 
Rather than identifying existing gaps in literature the goal of this study was to take a 
theoretical idea related to the practice of scenography and apply it in a practical 
setting. In this way, the study investigated if the scenographic components of a 
chamber theatre performance could be employed as a machine that operates 
according to its own logic of operations, psycho-plastic manipulations, and 
metatheatricality. By doing so, testing if the scenography becomes a dramaturgy that 
contributes to spectorial meaning-making in and of itself – to discover if the theory 
works to achieve outcomes in a practical context.  Christopher Baugh’s seminal text, 
Theatre Performance and Technology: the development of scenography in the 
twentieth century (2005), offers a way of engaging with contemporary scenography 
that resonated strongly with my practice as a theatre-maker. Baugh’s theoretical 
propositions worked to propel this study forward through three creative practice 
cycles.   
 
By analysing particular moments in the creative development cycles of making 
What’s Wrong with Gregor Post? and A Tribute of Sorts, this study proposes that 
elements of scenographic process can  be employed as a practical means of 
creating contemporary chamber theatre. This study offers theorists and practitioners 
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a clearer understanding of how scenography functions in the creation and 
presentation of performance work made for chamber theatre spaces. 
 
As an Australian scenographer whose career as an emerging artist is centred on 
creating performances in chamber theatre space and within intimate design 
structures, I have experienced a gap in methodological approaches specific to 
working in chamber spaces. This study charts my personal working practice and is 
an attempt to connect existing scenographic theory to a more specific context, to the 
development and performance of contemporary chamber theatre.  
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1. INTRODUCTION  
 
This study explores the practice of scenography in chamber theatre. The project 
employs a practice-led approach that allows for the exploration of theoretical insights 
around stage composition (the arrangement of the performance space, lighting, 
sound, design, objects and performers) in chamber theatre, directly resulting in the 
creation of two new theatre works. The research question for this study is:  
 
How does scenography function in contemporary chamber theatre? 
 
The research draws on theoretical positions and practical manifestations around 
each of the concepts to further understand the operational nature of scenography in 
chamber theatre within contemporary theatre-making practice. McKinney and 
Butterworth (2009, xiii), locate scenography as ‘an emergent academic discipline 
through provision of a conceptual framework for consideration as performance 
practice and modes of communication with audiences’. In addition to drawing from 
practical evolutions of scenography throughout the twentieth century, the definition of 
scenography as an emerging academic discipline introduces and encourages a 
means for understanding and exploring through contemporary theatre-making 
practice. In particular, this study uses theoretical insights into contemporary 
scenographic practice as proposed by Baugh (2005) in his seminal text Theatre 
Performance and Technology: the development of scenography in the twentieth 
century. Baugh’s proposal of working with the ‘scene as machine’ to engage with 
scenography resonates most closely with how I understand my own practice, and 
worked to propel this investigation.  
 
This document provides a summary, within a theorised framework, of the study’s 
research cycles from the development of the conceptual framework derived from 
creating What’s Wrong with Gregor Post? and the process of creating A Tribute of 
Sorts (Versions I & II ). The study is contextualised in theory and practice. The 
methodology section describes the nature of qualitative and practice-led research, as 
well as methods used for data collection. The practical components of this study, 
What’s Wrong with Gregor Post? and A Tribute of Sorts (Versions I & II), are 
unpacked to reveal the links that emerged between theory and practice. The data 
analysis examines the developed data and presents key findings.  
 
As a practice-led research project, it is important to acknowledge the body of work I 
have created as a theatre-maker and the key aesthetic links between these works, 
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as they have a historic relationship to the creative practice in this study. Some of the 
chamber theatre productions I have created include Klutz (2013, 2014), A Tribute of 
Sorts (2012, 2014), What’s Wrong With Gregor Post? (2011), and The Glorious 
Nosebleed (2011). In one way or another each of these productions embraced old-
fashioned theatre tropes (red velvet curtains, narration, costumes, makeup, twist-
plots and stage trickery) and played with metatheatrical aesthetics (such as, direct 
address dialogue to the audience and the exposure of backstage mechanics). These 
aesthetics are intimately connected to the way I have created work, and function as 
avenues of meaning-making for spectators who view the work. Such aesthetics have 
become central to my practice. As a theatre-maker, I am drawn to these aesthetic 
choices, as I believe they hold powerful associations to the history of the theatre 
itself, and I believe that celebrating the art of theatre works to excite and engage 
audiences in the contemporary performance field.  
 
It is acknowledged that within the field of performance, certain terminology can 
become confusing or misleading without proper contextualisation. Throughout this 
document, I, the artist researcher, refer to my role as scenographer – here meaning 
an all-encompassing role in performance. The scenographer, as applied here, refers 
to the person who organises all of the performance attributes, from 
conceptualisation, direction, design, staging and the text.  
 
The study arose from an enthusiasm of practice – my interest in creating 
contemporary theatre works that exploit intimacy through scenographic activation.  
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1.1 DEFINITION OF KEY TERMS 
 
The following list defines the key terms used throughout this study. The discursive 
heritage of the terms is briefly indicated, as is their particular interpretation for this 
research project.  	  
Chamber Theatre  
This study redefines the term “chamber theatre”. Historically, chamber theatre is 
defined as ‘a form of performance and dramaturgy that restricts the stage means of 
expression, the number of actors and spectators and the scope of the themes’ (Pavis 
1998, 46). Commencing especially through work of August Strindberg’s Intimate 
Theatre and Chamber Plays at the turn of the 19th century, the term is still used, 
however brings with it connotations of Strindberg’s minimalist and modern dramatic 
style.  
 
The renewed definition of the term returns to the root of the word chamber: chambre, 
referring to space. Chambre derives from the classical Latin word camera which is 
defined as a ‘vaulted roof … or building. Also more generally: any [small] room or 
chamber’ (OED 2012b). The accepted spelling is chambre, however for this 
document I have chosen to maintain the anglicised version of the word –chamber – 
but the intention remains the same. Embracing the term chamber as a small 
enclosed space, the renewed definition of the chamber theatre becomes: theatre 
works that are, either through design structures or their physical performance space, 
intimate, confined or framed. This definition assists in developing a language around 
the specific spatial logic of a chamber theatre work. 
 
Scenography  
Scenography (Latin: scēnographia and, in ancient Greek, literally: scene writing) is 
defined as ‘the art of painting on several planes or scenes at different distances, and 
in various positions with respect to the eye, in such manner, that all those different 
scenes may represent one entire view’ that is to ‘represent the room intended for a 
theatre’ (OED 2012a). As a term, notions of scenography continue to expand in both 
theoretical and practical contexts. Joslin McKinney and Philip Butterworth argue that 
‘in the twentieth century the term [scenography] has gradually gained currency by 
drawing attention to the way stage space can be used as a dynamic and ‘kinesthetic 
contribution’ to the experience of performance’ (2009, 3). Contemporary uses of 
scenography have enriched the term, and it is now defined as the culmination of the 
body, staging, lighting and sound within a production. Scenography is a term 
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‘…naming a theatre of complex visuality, [which] presents itself to the contemplating 
gaze like a text, a scenic poem’ (Lehmann 2006, 94). Scenography encompasses 
the performer’s movements, ‘architectonic structures, light, projected images, sound, 
costume and performance objects or props’ (McKinney and Butterworth 2009, 4). In 
this study, scenography is concerned with the actualisation and meaning-making of a 
performance, not simply stage decoration. 
 
Scenographer 
In this study, the role of the scenographer is defined as a role that oversees the 
realisation of a performance work in its totality – the scenographer acts as a 
designer, director and writer of the performance.  
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2. CONTEXTUAL REVIEW 
 
 
 2.1 Introduction 
 
This contextual review examines theory surrounding stage scenography and 
chamber theatre in the context of historical and contemporary theatre practice. It is 
divided into three key areas: scenography, chamber theatre  (including the definition 
of the term for the purposes of setting up this study) and the work of Australian 
theatre/performance companies Stuck Pigs Squealing and Chamber Made Opera. 
Both scenography and chamber theatre are discussed from their historical 
beginnings and key developments leading to their use in contemporary theatre 
practice. In particular, Baugh’s (2005) theoretical propositions on working with 
contemporary scenography are engaged in this study though practice. Stuck Pigs 
Squealing and Chamber Made Opera provide strong examples of innovative 
contemporary chamber theatre works. McKinney and Butterworth (2009, 3), state 
that ‘in the twentieth century the term [scenography] has gradually gained currency 
by drawing attention to the way stage space can be used as a dynamic and 
“kinesthetic contribution” to the experience of performance’. In this study, 
scenography is used a lens to examine chamber theatre works, both theoretically 
and practically, through their function to provide a ‘kinesthetic contribution to the 
experience of performance’ (ibid).  
 
2.2 Scenography  
 
2.2.1 Scenographic Pioneers of the Twentieth Century 
 
As detailed in the definition of key terms, scenography encompasses the performer’s 
movements, ‘architectonic structures, light, projected images, sound, costume and 
performance objects or props’ (McKinney and Butterworth 2009, 4). In this study 
scenography is concerned with the actualisation and meaning-making of a 
performance, not simply stage decoration. This study aims to articulate the practice 
of scenography, acknowledging that it is part of the performance. In order to 
investigate scenography and then its function in new chamber theatre, it is essential 
to chronicle some of the key developments and pioneers of scenography in recent 
history. The following section details a selection of significant contributions by 
scenographers and key theorists of contemporary scenography.  Interestingly, one of 
Benjamin Schostakowski   	   19 
the first revolutionaries of the theatrical scene, Adolphe Appia, originally trained as 
an architect.  
Adolphe Appia  
 
Adolphe Appia (1862-1928) was a Swiss architect, set designer and pioneer of 
scenographic discourse. In the late 1800s and early 1900s, the dominant form of 
scenery employed by directors concerned itself with ornately detailed set fixtures and 
painted backdrops to simulate realism. This approach perturbed Appia. He argued 
that the painted scenes worked to evoke the diametric opposite of realism and were 
in fact a redundant effect.  In 1902, he wrote about his frustration: ‘our present stage 
scenery is entirely the slave of painting – scene painting – which pretends to create 
the illusion of reality. But thus illusions in itself an illusion, for the presence of the 
actors contradicts it’ (Appia in McKinney and Butterworth 2009, 9). Appia committed 
himself to understanding how to remove the static relationship of the actor to the 
scenery, and to rediscover a way in which the actor on stage could function 
symbiotically with the scenery surrounding him. Moreover, Appia wished to 
rediscover how one might achieve a ‘harmonious relationship between feeling and 
form’ in theatre (Appia in McKinney and Butterworth 2009, 10).  
 
Appia destroyed any attempts at realistic scenery by replacing the stage with 
dynamic structural formations removed of context. Appia’s Rhythmic Space employs 
‘an arrangement of steps and platforms providing changeable modules of verticals 
and horizontals…[which] enabled actors to be isolated in specifically focused shafts 
of light, enhancing their presence on stage in space without extra scenery’ (Howard 
2009, 2). An example of Appia’s Rhythmic Space structures is illustrated in his 
design for a production of Orfeo (see Figure 1), a combination of neutral platforms 
and stairs.  
Figure 1. Rhythmic Space: Appia's design for Act II of Gluck's Orfeo, 
performed at Hellerau-Dalcroze's school (ca. 1912-1913) (Heckman Digital Archive 2012). 
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The deliberate contrast between the actor’s body and the three-dimensional 
architectonic structures on which they performed provided a scenographic solution to 
Appia’s perceived problem. It provided a space where the actor was not 
subordinated to illusionistic scenery, but, instead, worked rhythmically with the real 
space to ‘direct the body towards an externalization … and thus make it the primary 
and supreme means of scenic expression’ (McKinney and Butterworth 2009, 13).  
Appia’s Rhythmic Space worked as a new way of ‘controlling dramatic action’ (Baugh 
2005, 56); however, it was the fact that the proposed solution was scenographic and 
not dramatic that was its most significant feature. Following closely in the steps of 
Appia, and who was arguably ‘the first true scenographer in a holistic sense’ (Howard 
2009, 182), was English theatre practitioner Edward Gordon Craig.  
 
Edward Gordon Craig  
 
Edward Gordon Craig’s (1872-1966) most significant contribution to scenographic 
practice was the invention of his stage Screens and his advancements with the uses 
of theatrical light. Like Appia, Craig was displeased with the pursuit of scenic realism 
on stage and sought to provide non-realistic, symbolist design solutions for directors 
to employ to counter this. Craig aimed to abstract stage scenery from realism in 
order to rediscover the relationship of the actor to the space. However, Craig wanted 
to go further, desiring his stage to physically respond as a ‘kinetic stage which could 
be manipulated to create dynamic space though abstract composition’ (McKinney 
and Butterworth 2009, 20). The screens Craig developed were built from basic 
canvas stretched over wooden frames that were hinged to create a multitude of 
formations; they varied in width but not height. As Craig describes, ‘they stand on the 
stage as they are; they do not imitate nature, nor are they painted with realistic of 
decorative designs. They are monotone’ (in Baugh 2005, 49). For Craig, the purpose 
of his invention was ‘to produce a device which shall represent all the aesthetic 
advantages of the plain curtain but shall further be capable of a multitude of effects 
which … shall nevertheless assist the imagination of the spectator by suggestion’ 
(McKinney and Butterworth 2009, 20).  
 
Craig then experimented with the way light could interact with his device to achieve 
the desired effects for the director – effects responsive to dramatic action. He 
discussed the scene as having an ‘expressive face’ (Baugh 2005, 125) and that it 
must interact with light in order to express the desired emotion. Craig would 
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experiment with his screens in a miniature theatre set that he had fitted with lights 
and model actors (see Figure 2). One account of the effectiveness of Craig’s 
scenographic contribution is provided through the documentation of a demonstration 
of such a model. Italian journalist, Filiberto Scarpelli, stated the following:  
 
He sets upon the stage of his little theatre (no bigger than a child’s 
marionette theatre) his tiny screens, and while you look on, with a 
rapid movement of the hands, arranges them in a certain way: a ray of 
electric light comes to strike between those simple rectangles of 
cardboard, and the miracle is accomplished; you behold a majestic 
scene: the sense of the small disappears absolutely; you forget the 
dimensions of the theatre, such is the scrupulous equilibrium of the 
lights and of the lines in which Craig knows how to give to the scenes 
… he paints with light he constructs with a few rectangles of 
cardboard, and with the harmony of his colours and of his lines he 
creates profound sensations (in McKinney and Butterworth 2009, 21).  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Scarpelli’s account attests to the effectiveness of Craig’s design, and its influence on 
scenographic approaches to staging continued to have a significant impact 
throughout the rest of the century. One of Craig’s more lasting contributions, most 
succinctly put, was defining the stage setting as a ‘place for performance rather than 
a scene’. Indeed, the scenography proposed by his Screens ‘firmly established the 
idea of the scene as machine’ (Baugh 47, 51). This is a concept to which I will return 
later in the document. Moving further into the twentieth century, Josef Svoboda 
began to extend these scenographic ideas with new technologies.  
 
 
 
Figure 2. Craig with a miniature theatre model 
 demonstrating his Screens 1912 (Innes 1998). 
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Josef Svoboda  
Czech scenographer, Josef Svoboda (1920-2002) was able to extend and evolve 
Appia and Craig’s scenographic visions with advancements in scenic materials and 
technologies of the time. He experimented with notions of expressive light and began 
to realise Craig’s vision of a plastic, kinetic stage space (McKinney and Butterworth 
2009, 65). Of significance to this study is Svoboda’s practical development of what 
he termed ‘psycho-plastic space’ – scenography that is constantly developing and 
responsive to the dramatic action1. That is, a stage space where the psychological 
meaning-making and dramatic action interact with the plastic or tangible world in 
which they exist.  
 
Key to Svoboda’s exploration of psycho-plastic space is the inclusion of all elements 
in the theatre space: the actors, the stage scenery, the light, the physical structure of 
the theatre and its connection to the spectators. His vision was to create a synthesis 
between the total constituents that create the performance event. In order to achieve 
this synthesis, Svoboda suggested that the realisation of a work must begin from an 
initial, all encompassing idea. Baugh (2005, 84) states that Svoboda ‘focused his 
attention upon the conceptualisation of a production idea that, in itself, would become 
the major activity of realisation involved in determining the mise en scene’. 
Approaching the creation of a performance with a total production idea provides the 
scenographer with a conceptual framework to which to selectively add.  
 
A practical example of Svoboda achieving a psycho-plastic space in his scenography 
is described by a moment in his 1970 production of Faust, directed by Alfred Radok. 
In this production, one actor played two principal characters, and, scenographically, 
the difference between the two characters needed to be made entirely clear through 
a subtle transformation on stage. In a discussion on Svoboda’s scenography, Baugh 
proposes this moment as exemplary of scenographic synthesis or psycho-plastic 
space: 
As Faust prepared his occult pentagram down stage to ‘conjure’ 
diabolic forces, the stage would echo with the sound of his and 
Wagner’s [a second character] footsteps. Wagner, however, would 
not engage or assist in Faust’s conjuring practices; he would turn 
and make to leave, walking upstage, and his echoing footsteps 
would be heard. As he reached the farthest limit of the stage he 
would turn and walk back down the stage in total silence to stand 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  1	  The	  work	  of	  Vsevolod	  Meyerhold	  (1874-­‐1940)	  and	  Casper	  Neher	  (1897-­‐1962)	  were	  significant	  to	  the	  development	  to	  Svoboda’s	   approaches	   to	   psycho-­‐plastic	   space,	   and	   are	   worthy	   of	   note	   here.	   Meyerhold	   is	   most	   attributed	   to	   the	  development	  of	  ‘scenography	  severing	  as	  machine’	  (Baugh	  2005,	  62)	  where	  the	  making	  of	  theatre	  was	  to	  be	  treated	  as	  a	  constructed	  and	  functional	  space.	  Neher	  (a	  close	  collaborator	  with	  Bertot	  Brecht)	  developed	  a	  way	  of	  working	  that	  ‘links	  not	   only	   the	   end	   products	   of	   dramaturgy,	   but	   also	   centralizes	  within	   the	   process,	   the	  working	   practices	   of	   dramatist,	  director	  and	  scenographer’	  (Baugh	  1994,	  235).	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before Faust – everyone in the theatre would know that in that 
transition of sound from echoing noise to silence he has become 
Mephistopheles [another character entirely] (2005, 88-9).  
 
In this movement, the audience see one character make noise with his steps in the 
physical space, and the same actor transform character by his now inhuman lack of 
footsteps. Technically, the silencing effect was created by Svoboda’s design that 
incorporated a damping function on the under-surface of the floor that could render it 
silent on demand. This moment is achieved through the careful and controlled 
composition of set, costume, lighting and sound design. Each component was 
responsive to the dramatic action and worked together in that single moment to 
transform the experience for the spectator. This example evidences Svoboda’s 
approach to keeping the ‘scenography on the level of the inner feelings and meaning 
of the play’ (Baugh 2005, 88).  
 
Along with numerous other technological scenographic developments, Svoboda’s 
realisation of a psycho-plastic space provided a basis upon which other 
scenographers, designers, directors and performers have been able to build 
(McKinney and Butterworth 2009, 65). The key link that charts through the genealogy 
from Apia to Svoboda is that these scenographers were beginning to experiment with 
spatial dramaturgy. Both Apia and Svoboda were less concerned with stage 
decoration and more interested in moving towards the idea of a total conception. 
Scenography, as a term, developed initially through the thinking of theatre pioneers – 
Appia, Craig and Svoboda, and now, in the twenty-first century, the term is gaining 
momentum as an emerging academic discipline.  
 
2.2.2 Key Theorists on Contemporary Scenography 
 
Christopher Baugh (2005), Joslin McKinney and Philip Butterworth (2009), Pamela 
Howard (2009), and Hans-Thies Lehmann (2006) have contributed significantly to 
the contemporary exploration of scenography in the twenty-first century. This section 
aims to draw out the key ideas from each of their influential texts that are pertinent to 
the study. Christopher Baugh’s Theatre Performance and Technology (2005) 
provides a valuable account of scenographic developments since Appia, explored 
through his proposed metaphor of the ‘scene as machine’. He states: 
I want to suggest that the metaphor of the scene as a machine – as a 
physical construct that theatrically locates and enables the public act 
of performance – represents one of the earliest, and has proved to be 
one of the most long-lived, leitmotifs of scenographic research and 
experiment during the twentieth century (46-7).   
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Baugh’s proposition of exploring through this metaphor suggests a stimulating 
approach to scenography, both theoretically and practically, within this project. In 
essence, viewing the scene as a machine assists artists in articulating the most basic 
principles by which the scenography of any given performance operates. For the 
scenographer, who deals with innumerable constituents of a production at any one 
time, being able to view and discuss the scene mechanically, ‘piece by piece’, 
provides an attractive clarity.  
 
Joslin McKinney and Phillip Butterworth have made a recent and substantial 
contribution to the articulation of theory surrounding scenography in The Cambridge 
Introduction to Scenography (2009). The text concentrates on scenographic practice 
in the twentieth century and, more significantly, on how it continues to evolve into the 
twenty-first century. McKinney and Butterworth locate scenography as ‘an emergent 
academic discipline through provision of a conceptual framework for consideration as 
performance practice and modes of communication with audiences’ (2009, xiii). This 
study embraces this statement by exploring how the conceptual framework of 
scenography, when used in practice, functions in chamber theatre productions.   
 
Scenographer Pamela Howard’s seminal text What is Scenography? (2009) unpacks 
the developments of scenography through practical examples and musings from her 
lived experiences as an artist. Howard discusses scenography’s position within the 
theoretical discourse of performance and proposes the view that more definition 
around role of performance may come from investigating ‘visual dramaturgy’. Howard 
(2009, 90) states that ‘the integration of theory and practice has yet to be realised [in 
scenography], and yet it might be that the emergence of a new discipline of visual 
dramaturgy could be that link’.  
 
The concept of visual dramaturgy does not rely heavily on text to relay story but, 
rather, on an approach to theatre ‘where perception and meaning are communicated 
through optical and spatial data without being subordinated to the text’ (McKinney 
and Butterworth 2009, 145). Postdramatic theatre theorist Hans-Thies Lehmann 
(2006, 93) further articulates this by stating that ‘visual dramaturgy here does not 
mean an exclusively visually organised dramaturgy but rather one that is not 
subordinated to the text and can therefore develop its own logic’ (Lehmann 2006, 
93). This study aims to investigate the creation of this logic through scenography, or 
indeed the development of a scenographic dramaturgy.  
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The historical developments in scenographic thought and practice have highly 
influenced the way scenographers, directors and designers approach their work. This 
study draws on the proposals of these scenographers and theorists in order to 
examine the operating principles of contemporary chamber theatre works. These key 
principles include: viewing the scene as a mechanical device; conceptualisation of a 
total production idea in order to achieve scenographic synthesis; the pursuit of a 
kinetic stage space where all constituents of the production are responsive to one 
another; and the investigation of a visual dramaturgy in order to define a 
‘scenographic dramaturgy’ (Howard 2009). Just as scenographic theory and practice 
derived from significant histories, so too did the form of chamber theatre.2 
 
2.3 Chamber Theatre 
 
2.3.1 Strindberg’s Intimate Theatre and Chamber Plays 
 
Swedish playwright August Strindberg (1849-1912) initiated and experimented 
extensively with chamber theatre through his purpose built venue, the Intimate 
Theatre. Strindberg founded the Intimate Theatre in 1907 with his collaborator, 
August Flack, as a space to stage a ‘repertoire in a subdued naturalistic style’ (Lamm 
1961, 132). Strindberg went on to write four of what he termed Chamber Plays, 
specifically to be staged in the space. His vision for the style of the pieces is 
explained in a letter he wrote to a fellow playwright, Adolf Paul: 
 
…try for the intimate in form, the little motif, thoroughly treated, few 
characters, great points of view, free fantasy, but built on observation 
and experience; well-studied, simple, but not too simple, no great 
apparatus, no superfluous minor roles, no rational five-act plays or 
“ancient machinery”, no extended full-evening plays … Thorough, but 
short. (Strindberg in Lamm, 1961,178) 
  
The Intimate Theatre was built to provide ‘an escape from the ‘panoramic stage’ and 
from the ‘cultural tyranny’, which it implied,’ (Ewbank 1998, 172). And, indeed, the 
Intimate Theatre ‘was certainly intimate. A small elegantly fitted out auditorium, 
seating one hundred and sixty-one, brought the audience close to the small stage: 
six by four metres’ (ibid). It was the intention of Strindberg that the close proximity of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  2	  It	  is	  acknowledged	  that	  other	  literature	  exists	  that	  addresses	  ideas	  such	  as	  the	  concept	  of	  the	  mechanic	  in	  Russian	   constructivist	   theatre	   (Pitches,	   2003	   and	   Kleberg	   1993),	   the	   intimate	   in	   the	   theatre	   (Alan	   Read	  2009)	  and	  the	  non-­‐neutrality	  of	  the	  black	  box	  in	  theatre	  (Dorita	  Hannah	  2003).	  These	  theories	  sit	  outside	  the	  scope	  of	  this	  study’s	  particular	  investigation.	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the audience space to stage would elicit a stronger connection, both physically and 
emotionally, between the actor’s performance and the spectator.  
 
Strindberg’s Chamber Plays were written at a time when ‘modern drama and theatre 
was becoming an increasingly dominant force’ (Marker and Marker 2002, 1). The 
stylistic choices of the modern stage concerned themselves with a shedding of 
unnecessary theatrics in order to more fully investigate human experiences. The 
experiences were portrayed on stage in both naturalistic and dream-like states. 
Strindberg was at the forefront of modernist drama and ‘the compounding of dream 
mood and brutal naturalism was, therefore, to give chamber plays their special 
character’ (Lamm 1961, 33). While Strindberg’s influence in modern drama is far 
reaching, of interest to this study is his initiation of the chamber theatre style, 
specifically in the intimacy he desired for these performances. The Intimate Theatre 
was a relatively short-lived exercise for Strindberg and Flack. After constant 
arguments and the almost dictatorial direction of Strindberg, the Intimate Theatre 
closed in 1910. The legacy of Strindberg’s Chamber Plays and the attempt to create 
a new space for performance – an intimate space that placed actors and spectators 
in close proximity – lived on, and many playwrights began to write chamber theatre 
pieces specifically for intimate theatre spaces as a result.  
 
Indeed, the popularity of chamber theatre from the turn of the century is attributable 
to ‘an acute sensitivity to psychological issues and the desire to turn the stage into a 
meeting place and reciprocal confessional for actors and spectators’ (Pavis 1998, 
46). In his text on the analysis and definition of theatre concepts, Dictionary of 
Theatre, Patrice Pavis (1998, 46) describes the power of chamber theatre as the 
emotional investment of spectators due to intimacy:  
Here behind closed doors the actors seems to be directly 
accessible to the audience, who are compelled to become 
emotionally involved in the dramatic action and feel personally 
challenged by the actors. The themes – the couple, loneliness, 
alienation are chosen to speak “directly” to the spectator, who is 
comfortably installed, almost as if on a psychiatrists couch, and 
confronted, by the actor and the fiction, with his own inner self.  
 
The legacy and potency of chamber theatre works is inherently qualified by the 
power of an intimate theatre space. As stated by Pavis, the close proximity of the 
spectator to the theatrical world is compelling. The storytelling that occurs in a 
chamber theatre space becomes confronting, and in some ways physically 
encapsulating. The themes dealt with in chamber plays, especially those of 
Strindberg, were primarily concerned with human experiences that are easily 
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manifested dramatically through the physical space surrounding the actor; themes of 
loneliness, separation, or, indeed, claustrophobia. Chamber theatre, as form, 
continues in various materialisations to the present day, and is most commonly 
defined as ‘a form of performance and dramaturgy that restricts the stage means of 
expression, the number of actors and spectators and the scope of the themes’ (Pavis 
1998, 46). 
 
2.3.2 Chamber Theatre: A Redefinition  
 
The current definition of chamber theatre brings with it strong associations to 
particular dramatic styles of the artists who used it, especially Strindberg, whose 
Chamber Plays and Intimate Theatre experimented solely with the modernist style: 
brutal naturalism in minimal scenic settings. In order to set up this study and examine 
the operating nature of contemporary chamber theatre works, a renewed definition is 
required. This study’s focus is on the operation of chamber theatre space, not 
necessarily the styles of work in that space. In order to reclaim an emphasis on 
space, the spelling of chamber  (as used in Strindberg’s Chamber Theatre) reverts to 
its linguistic root of the word chambre. As stated in the definition of key terms, 
chambre derived from the classical Latin word camera, which is defined as a ‘vaulted 
… building. Also, more generally, any [small] room or chamber’ (OED 2012b). 
Chamber theatre space, then, refers to both physically intimate performances spaces 
and design structures that function to create intimacy with the spectator.  
 
In Space in Performance, Gay McAuley (2000, 5) asserts that ‘the specificity of 
theatre is not to be found in its relationship to the dramatic … but in that it consists of 
the interaction between performers and spectators in a given space’. For the 
chamber theatre space, this is especially true. The intimate performance space is 
attractive to theatre makers for many reasons. Throughout the twentieth century, 
starting with the Intimate Theatre of Strindberg, ‘there has been a continuing 
movement and search for spaces and forms to house chamber plays and smaller-
scale plays that provide an alternative to the grand and expensive’ theatre (Howard 
2009, 6-7). By the middle of the twentieth century, ‘small multi-purpose studio spaces 
had become part of most theatre buildings. With shrinking arts budgets worldwide, 
‘these small studio theatre buildings … provide greater freedom to organise space, 
and the smaller budgets seems less of a handicap’ (Howard 2009, 6-7). The benefits 
of working in intimate theatre spaces are apparent to scenographers, directors, 
designers, actors and spectators alike. Howard agrees, stating that ‘actors like to 
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play there, enjoying the direct contact with the spectators, and there are many 
scenographers who have been able to create and initiate original work in these 
spaces that could not have been done in the main stages of the large house’ (2009, 
6-7). Chamber spaces provide audiences and theatre-makers with an attractive  
intimacy. 
 
The intimacy sought by contemporary theatre-makers has also lured them away from 
formal theatre structures. Baugh (2005, 146) states that ‘contemporary theatre artists 
[have] rejected any formal theatre architecture and sought to locate new performance 
elsewhere than a theatre, especially in the old, the damaged and the alternative’. The 
rejection of formal theatres has led artists on ‘a search to make theatre spaces out of 
old prisons, warehouses, soup kitchens, or factories (Howard 2009, 7). The 
alternative theatre space allows theatre-makers to start anew, to be in a space and to 
decide for themselves the best way to arrange the performance and the spectator’s 
relationship to it. In using alternative theatre spaces, a transformation occurs where 
‘former places of penitence … become places of pleasure, and dark industrial 
caverns long since bankrupt and redundant have been given a new life as a temple 
of art’ (Howard 2009, 7). The theatrical power of such found space or site-specific 
work resides not only in its ability to provide alternative modes of the 
performer/spectator relationship, but also the real associations that come with space.  
Found performance spaces work at ‘evoking the ghosts of the past while creating 
possible theatres for the future’ (Aronson 2005, 42).  
 
Theorist Arnold Aronson has spent much of his academic career investigating design 
and scenography. He suggests that the search for alternative spaces should lead 
artists to finding the right “house” for their performance. Aronson (2005, 41) states: 
 
We must seek the elements of “homeness”… in theatrical presentation 
… each space, each corner of the house has particular associations. 
Cellars and attics contain mystery, fearsome dark corners, dusty 
memories. They create a vertical structure of polar opposites. Kitchens 
are associated with food, nourishment, comfort, parlors or living rooms 
with family, bedrooms with sleep, sex, loneliness and warmth, fear of 
the dark or pleasurable dreams and so on.  
 
Aronson is not suggesting that all alternative theatre spaces should be houses, 
however, as the metaphor is applicable to found spaces. Alternative theatre spaces 
provide rich associations beyond the conjuring capability of scenographers, 
associations that are ingrained in lived in spaces, which can’t necessarily be brought 
to them theatrically. The intimacy of an abandoned warehouse storage room, a 
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prison cell or an alleyway all present themselves as prime examples of chamber 
theatre space. The vaulted, or intimate, performance space is integral to chamber 
theatre. Conversely, if intimate theatre spaces in dedicated theatre buildings have 
the ability to conceal their technical capabilities and provide enough freedom to 
adjust the volume of the space to suit each scene, then ‘a black box becomes a truly 
expressive space’  (Howard 2009, 6). Similarly, chamber theatre works can exploit 
alternative, or found, performance spaces with great dynamism, as they can feed 
directly off the associations of the real space in which they exist.  
 
Another key component to chamber theatre works is their scenographic possibility, 
their ability to become intimate through their various design constituents. This 
redefinition of chamber theatre rejects any narrow traditions of Strindberg’s 
modernist minimalism in his Chamber Plays (namely, dream-like moods and brutal 
naturalism). The scenography of new chamber theatre works may take any form or 
style within their space. The environment in which the chamber theatre scenographer 
operates often comes with distinctive characteristics. As Howard (2009, 19) 
somewhat humorously points out, black box theatre environments often prescribe ‘a 
well-used, dirty, dull space with radiators and heating pipes inconveniently sited in 
the middle of a wall, illuminated exits signs in dark corners, and the walls themselves 
a patchwork of decaying bricks and plaster’. Such conditions have become 
characteristic of the small makeshift theatre spaces used by chamber theatre 
makers.   
 
What seems integral for the scenography of such performances is the need to be 
responsive to the physical size of the space. McAuley (2000, 90) suggests that  ‘the 
theatre building and the spaces it encloses have powerful bearing on the meanings 
created in performance’. The scenographer, then, has a vital role to be responsive to 
all elements of the theatrical presentation: the spaces, the actors, the spectator, the 
set design, lighting design, the sound design, stage properties, makeup, costumes, 
and the physical performance building. In an intimate performance environment, 
everything and everyone is closer in proximity and therefore everything must be 
correspondingly detailed.  
 
Chamber theatre works exploit the physical environment in which they exist through 
a synthesis of close proximities: that of the spectator to the actor, the theatrical world 
to the physical space. The space holds an immediate kinetic energy condensed by 
intimacy. Chamber theatre is defined as theatre works that are, either through design 
structures or the physical performance space, intimate, confined, framed. Chamber 
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theatre works are prevalent in contemporary theatre practice, especially in the work 
of independent and experimental theatre companies. Australian theatre companies 
Stuck Pigs Squealing and Chamber Made Opera present ideal illustrations through 
their work.  
 
2.4 Chamber Theatre Makers 
 
Contemporary theatre practice in Australia has given rise to a number of independent 
and experimental theatre-makers and companies. In Australia, ‘independent theatres 
are thriving’. Australian cities are ‘experiencing a resurgence of small, gritty, 
politically motivated groups, comparable to the activity of the 1970s and early '90s’ 
(Georgina 2004). These companies work without the limitations haboured by some of 
the larger subsidised professional companies, and create works that often defy 
conventional theatre norms. Venue affordability constraints mean that their work is 
often being created specifically for smaller intimate theatre venues and site-specific 
spaces; they work inventively with little resources. Indeed, ‘most indie theatre 
companies get by on the smell of an oily rag’ presenting works in ‘clubs, bars and 
other venues throughout the city’ (Georgina 2004). The two companies, Stuck Pigs 
Squealing and Chamber Made Opera, have been operating for different periods of 
time and have different creative objectives. What unites them is their creation of 
contemporary chamber theatre-style productions.  
 
2.4.1 Stuck Pigs Squealing 
Australian theatre director Chris Kohn co-founded the independent theatre company 
Stuck Pigs Squealing in late 2000 with theatre maker Jacqueline Bassinelli. Kohn 
graduated from a directing course at the Victorian College of the Arts in 1998 and 
has since worked for a variety of companies as a director, dramaturge, writer and 
musician. His shows have been nominated for ten Green Room Awards and have 
received five, including two for Best Production in the Independent category 
(Greenroom Awards 2012). Stuck Pigs Squealing’s work has been presented around 
Australia and in New York, and is characteristically directed by Kohn and written by 
playwright Lally Katz. Kohn describes the name of their company as ‘an image of 
theatre as the kind of art form that is slowly being eroded, struggling to find its place, 
with very specialised audiences’ (in Birns, 2006). Their work involves collaborations 
with a set of key artists, who, although interchangeable per project, have developed 
a distinctive style of theatre. The Age newspaper described their trademark aesthetic 
as ‘intense, absurdist and highly imaginative … extremely well suited to Lally Katz's 
writing, which typically explores the dark side in disturbing technicolour’ (Thomson 
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2004). Often their works are presented in intimate or site-specific theatre spaces with 
well-defined and theatrically playful design frameworks. Stuck Pigs Squealing’s 
production The Black Swan Of Trespass (2003) presents itself as a significant case 
of their chamber theatre-style productions. 
The Black Swan of Trespass was originally staged in a bluestone cellar (literally a 
chamber) at a secret location as part of the 2003 Melbourne Fringe Festival – the 
cellar sat eighteen audience members per show. The production has since been 
restaged in Melbourne, Sydney and New York in intimate black box-style theatre 
venues. The production revolves around the fictional poet Ern Malley, who was a 
persona invented in real life by writers James McAuley and Harold Stuart to poke fun 
at the modernist literary movement in Australia during the 1940s. The Stuck Pigs 
Squealing production manifests Ern Malley as a real character suffering with Grave’s 
disease. The absurdist plot follows Ern as he interacts with Anopholes – a mosquito, 
a princess, and his sister Ethel Malley. The production is set in Ern’s bedroom 
(designed by Daniel Brustman), which acts as a sort of dolls house or puppet theatre, 
complete with a closing red curtain.   
 
The characters of Stuart and McCauley are represented by a cock and a cat. They 
are ‘comically grotesque puppets’ situated at the extremities of the stage, while Ern, 
a ‘tall, rangy, surreally Australian, [has] all his suburban pathos framed in the velvet 
curtains of a puppet theatre’ (Croggon 2005). This particular production exhibits key 
properties of chamber theatre, through the intimate space in which the work is 
presented, its design and the way in which it operated theatrically. The scenography 
of this production is based on the activation of Ern’s bedroom, set within the chamber 
theatre space. The bedroom set design initially appears to be a stage, with Ern 
standing in front of a small panorama of red velvet curtains, footlights illuminating his 
pantomime-style costume and makeup. Once the curtains are drawn, the design 
shows a cluttered 1940s Australian bedroom, with pressed metal walls, mismatched 
wooden furniture, a typewriter and miscellaneous bedroom detritus.  
 
While this production is not particularly innovative in terms of its technological 
interactions with scenography, it does take full advantage of the intimate space by 
being frequently responsive to the dramatic meaning of the work. Ern Malley, as a 
character, teeters between real and imaginary existence. Correspondingly, the 
design of the work is unashamedly theatrical and unreal while at the same time being 
entirely realistic as a 1940s bedroom space. The interactions between dramatic 
meaning and space in the production are complex; however, ‘the theatrical 
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realisation of these complexities is often enchanting. Chris Kohn employs music, 
stylised performance and projected text as well as an ingeniously surreal design’ 
(Croggon 2005). The culmination of these elements is condensed within the framed 
bedroom design, the elements working in synthesis to exploit the clash between the 
real and the unreal. The small design structure used in this production established a 
space ‘where the reality and illusion are both a simulation of the material world but 
also, and simultaneously, real. Therefore, there is a combination and interaction of 
fictional events, actions, all global utterances and presentational means that 
construct and present these two senses of reality’ (Oddey and White 2006, 15).  
The confined design structure within the intimate performance space activated an 
openness in how the spectator viewed the work. As Hopkins (2005) describes, ‘the 
tiny theatre within a theatre acquires an oversized puppetry quality and suddenly no 
singular perspective can be taken for granted’. The mise en abyme (an image 
containing a smaller copy of itself) design challenged audience notions of perception 
that invited ‘acts of conscious freedom’ (Eco 1989, 4) in their interpretation. Through 
this scenographic concept, the character of Ern Malley was able to stumble in and 
out of naturalistic dialogue and absurdist banter with the audience, who were 
challenged to discover what exact meaning they were taking from the performance. 
The mise en abyme-style scenography worked at ‘uniting the performers act of self-
discovery alongside the aesthetic experience of an audience watching the 
performance’ (Baugh 2005, 60). 
The Black Swan of Trespass provides a valuable example of chamber theatre form. 
The production exploits the intimacy of a small performance venue and design 
framework to establish responsiveness between all elements in the room. The 
design, in relation to the room and the spectators, creates multiple levels of reality, 
which interact directly with the psychology and physicality of the performance before 
them. Working with similar principles, but within a more hybrid performance style, is 
the company Chamber Made Opera.  
2.4.2 Chamber Made Opera  
Established in 1988, Chamber Made Opera is a Melbourne company committed to 
producing experimental and innovative chamber opera works. The company creates 
opera in the true sense of the word; opera meaning ‘a produced work’ (OED 2015). 
Chamber Made Opera’s productions are a hybrid of live performance, music, dance, 
multimedia projection and installation. Since the appointment of David Young as 
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artistic director in 2011, the company has focused almost exclusively on the 
innovative format of living room operas, where new chamber opera works are 
presented, literally, in the private living rooms of people’s homes. The bold direction 
for this company works to take ‘chamber opera to new audiences, engages new 
artistic teams and creates a clear and engaging profile for the company in Australia 
and internationally’ (Young 2012). Chamber Made Opera present powerful and 
focused examples of contemporary chamber theatre. Their works are always 
intimate, with few performers, few audience members and an immediate connection 
and interaction with their chosen performance space.  
 
Young (in Chamber Made Opera 2012) discusses the benefits of the company’s 
focus on living room operas:  
I have always loved the intimacy of performances in small spaces. For 
me, the living room is the perfect place to give new work its first 
performance. Risks can be taken that large theatres can no longer afford. 
We can get beneath the skin of the work by being so close to it, and 
under the skin of the artists as we meet them in the semi-formal context 
of an opera in a home. 
 
Alternative performance spaces provide Chamber Made Opera the artistic freedom 
that may not be possible in the context of formal structures. In this statement, Young 
also alludes to the practicality of using living rooms as premiere spaces and testing 
spaces, it is the closeness of the spectators to the artwork that they value. Phillip 
Schlusser, a director for Chamber Made Opera, suggests that houses are like ‘magic 
portals’, that their effectiveness comes with their immediacy in drawing the spectator 
into the world of the piece. Schlusser (in Power 2011), says ‘you spend a lot of time 
and effort trying to find the transition point from the outside world into the world of the 
play, luring the audience into another realm. But a house can just automatically do 
that. There's this jolt and you're there’. 
 
Ophelia Doesn’t Live Here Anymore (2011) is a recent Living Room Opera by 
Chamber Made Opera. This commissioned opera work was directed by Phillip 
Schlusser and composed by Darrin Verhagen. The work centres on the unresolved 
life of the character Ophelia, from William Shakespeare’s Hamlet. Three performers 
played Hamlet; Ophelia; and Hamlet’s mother, Gertrude in the opera. The production 
was best described as a ‘cross-artform opera, bringing together text from Hamlet, 
video, physical extremes and Verhagen’s dark combination of music and noise to 
create a new chamber opera performance installation’ (Chamber Made Opera, 2012). 
Chamber Made Opera have charted Aronson’s proposed quest for “homeness” by 
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performing in the intimacy of a suburban couple’s private living room in the Melbourne 
suburb of Armadale.  
 
The scenography of the production is inevitably specific to the alternative 
performance space in which it is performed; the real house brings with it all the 
associations detailed by Aronson (living rooms with family, bedrooms with sleep, sex, 
loneliness and warmth) (2005, 41). The themes of the opera – politics, murder, love 
and loss – respond kinetically to the connotations of the suburban living space. The 
scenography of the performance is almost entirely formed by everyday objects 
already in the space. With the assistance of theatrical lighting and visual projections, 
the actors perform routines of making a cup of tea in the kitchen alongside ‘casual 
murder’ (Chamber Made Opera 2012). Independent theatre critic Alison Croggon 
(2011), states that the production ‘rubs against its literal setting with subversive 
power. Even ordinary objects – kettles, vitamisers – become perilous, loosed from 
their usual moorings of meaning’ (Croggon 2011).  As Croggon suggests, the power 
of performing in the real living space lies in its capability to subvert meaning. (See 
Figure 3).  
Chamber Made Opera’s approach to new performance work directly exploits the 
principles of an intimate performance, closely connecting their artwork with the 
physical structure of the dramatic work and the small group of spectators. This 
company’s innovative direction to perform solely in alternative theatre spaces (private 
living rooms) provides an exciting example of the potential for chamber theatre work. 
Indeed, ‘the distinctiveness of Chamber Made Opera’s Living Room Opera series lies 
[in the] rare opportunity to experience the art of theatre from within the fourth wall’ 
Figure 3. Ophelia Doesn’t Live Here Anymore 2011. Ophelia (Karen Sibbing) walking by the pool of the private 
Melbourne home, Gertrude (Lily Paskas) hangs tangled from the oak in the center of the garden (The Age 2011). 	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(Gyorki  2011).  
 
Both Stuck Pigs Squealing and Chamber Made Opera present theatre and 
performance works that assist in the defining of contemporary chamber theatre as a 
form. They present different approaches to stylistic choice and have individual artistic 
endeavors, and they both exploit the intimacy of space to connect spectators to a 
dramatic world. Stuck Pigs Squealing use small design structures to play with 
metaphor and perspective, while Chamber Made Opera exploit the subversive power 
of performing in real living spaces.  
 
2.5 Personal Practice 
 
As a practice-led research study, it is important to contextualise my own practice, 
drawing on the theory and practice explored in this contextual review. As a 
scenographer, my practice has been primarily presented as independently produced 
work and within the programming of larger arts companies or festivals. These 
contexts have meant my theatre works have been consistently created for small or 
alternative performance spaces. My work is also aesthetically grounded in the 
convention of theatricalism, a term defined as: 
An approach to production developed in Germany and Russia at the 
beginning of the twentieth century that emphasizes theatre as being distinct 
from ‘real’ life. The audience's attention is called to the fact that they are in a 
theatre by a self-conscious use of curtains, backdrops, stage lighting, 
‘theatrical’ gestures, asides and so on, rather than an attempt to present them 
with realistic representations of the world’ (Carlson 2010). 
My interests lie in works that experiment with theatricalism in intimate performance 
venues and within intimate design structures. I define my work as chamber theatre. 
 
2.6 Conclusion 
 
This section has focused on contextual theory and practice that helps to explain 
scenography and to define chamber theatre as a form. The development of 
scenographic thought through such thinkers as Appia, Craig and Svoboda provides a 
lineage of key working concepts to be employed throughout the study. Expanded 
notions of scenography in theoretical discourse provide a language with which to 
discuss, define and analyse scenography as a discipline. Furthermore, the work of 
Stuck Pigs Squealing and Chamber Made Opera provide strong examples of 
contemporary chamber theatre in Australia, from which this study can draw reference 
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and build upon. The theory discussed in this contextual review is relevant to my 
practice as it deals directly with the form of theatre I create. It provides a language 
that can be used to discuss and understand my own practice. Theory surrounding 
scenography, as both a practice and an academic discipline, provides a historical 
background from which I can draw to develop future directions of enquiry that 
contribute new knowledge to the discipline. 
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3. METHODOLOGY  
 
 
This study is conducted through a practice-led research methodology. The 
researcher has undertaken the role of scenographer in the process of developing two 
new chamber theatre works over the course of the study. Theoretical ideas 
uncovered in the contextual review were employed as methodological approaches to 
test in practice. The key research question for this study is: 
 
How does scenography function in contemporary chamber theatre?  
 
The sub-questions that emerged from this primary enquiry are: 
 
How does scenography operate in chamber space? How is chamber 
scenography unique? 
 
and  
 
How does Svoboda’s scenographic notion of ‘psycho-plastic space’ apply to 
chamber theatre? 
 
 
The methodology explores the qualitative and practice-led research approaches 
employed in the study. The nature of reflective practice, the lens of the study, defines 
the researcher’s position and the methods used to obtain data. Firstly, in order to 
explore practice-led research, it is necessary to define its root: qualitative research.   
 
 3.1 Qualitative Research  
 
Denzin and Lincoln (2000, 3), describe qualitative research as ‘a situated activity that 
locates the observer in the world’, where the researcher ‘turn[s] the world into a 
series of representations, including field notes, interviews, conversations, 
photographs, recordings, and memos to the self’. A qualitative research method was 
employed as it provides an approach in which observations and data collection can 
occur in their natural setting, which, in this case, was within the researcher’s own 
practice as a theatre maker. In collecting data from its natural setting, the qualitative 
researcher is able to ‘make sense of, or to interpret, phenomena in terms of the 
meanings people bring to it’ (Denzin and Lincoln 2000, 3). Therefore, within this 
study, phenomena is interpreted in terms of the meaning brought to it based on the 
researcher’s own experience in practice.    
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 3.2 Practice-Led Research  
 
According to Haseman and Mafe (2009, 212), practice-led research is a strategy 
employed by practitioners who ‘undertake research into their practice by placing it at 
the heart of the research process’3. Practice-led research denotes: 
… research which is initiated in practice, where questions, problems, 
challenges are identified and formed by the needs of practice and 
practitioners; and secondly, that the research strategy is carried out 
through practice, using predominantly methodologies and specific 
methods familiar to us as practitioners (Gray 1996, 3). 
 
The shift between theory and practice can mean that non-traditional methods are 
employed by the practice-led researcher to chart the study. Such a method may take 
the form of the practitioner’s creative journal, where they are: ‘…regularly and 
formally reviewing and re-reading the journal to identify key markers of the creative 
journey as it shifts over time’ (Haseman and Mafe 2009, 215). Furthermore: 
this represents something of a quantum shift in the creative 
researcher’s thinking. Now the art making and the artwork itself are no 
longer to be thought of as existing solely within their disciplinary field. 
They become, instead, part of a research process that requires 
methodological scrutiny and research outputs (ibid).  
 
Further, challenging traditional notions of representing research findings, practice-led 
researchers assert that their research outputs and contributions to new knowledge 
are ‘reported through the symbolic language and forms specific to performance’ 
(Haseman 2009, 57). Moreover, practitioners contend that to replay findings through 
words alone ‘can only result in the dilution and ultimately the impoverishment of the 
epistemological content embedded and embodied in performance’ (Haseman 2009, 
57). As a consequence to this, 
the performance researcher asserts the primacy of performance as a 
research output and join[s] their colleagues in the creative arts by 
acknowledging that for the choreographer it is the dance, for the 
designer it is material forms, for the poet it is the sonnet, and for the 
3-D interaction designer it is the computer code and the experience of 
playing the game which stands as the research outcome (ibid).  
 
Practice-led research as a methodological approach remains somewhat “messy”, 
and because new approaches and methods are employed, many tensions arise. 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
3	  Practice-­‐led	  research	  has	  a	  rich	  and	  evolving	  history.	  Other	  important	  contributions	  to	  the	  methodology	  include	  
Robin	  Nelson’s	  recent	  text	  Practice	  as	  Research	  in	  the	  Arts:	  Principles,	  Protocols,	  Pedagogies,	  Resistances	  (2013)	  
that	   provides	   a	   clear	   “how-­‐to”	   approach	   to	   practice-­‐led	   research.	   Allison	   Richards’	   (1995)	   seminal	   discussion	  
paper	  ‘Performance	  as	  Research’	  through	  the	  Australasian	  Drama	  Studies	  Association	  (ADSA)	  also	  presents	  itself	  
as	   a	   vital	   contribution	   to	   approaches	   and	   complexities	   of	   the	   methodology.	   The	   International	   Federation	   for	  
Theatre	  Research	  Scenography	  Working	  Group	  continues	  to	  promote	  collaboration	  and	  sharing	  of	  information	  on	  
practice-­‐as-­‐research	  within	  the	  field	  of	  scenography.	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Indeed, ‘the ensemble of tensions generated within and by the various component 
parts of the research can only be successfully managed if the researcher develops a 
heightened sense of reflexivity’ (Haseman and Mafe 2009, 218-9). In this research 
project the researcher adopts a reflective approach to practice. 
 
 3.3 Contextual Theory as Methodology 
 
In this study, I am a participant in the role of researcher, which involves drawing 
information not only from observation, but also from my experiences of participating 
in the research.  
 
Mckinney and Iball in Research Methods in Theatre and Performance (2011) discuss 
methodological approaches to researching scenography. They assert that ‘[r]esearch 
methodologies in scenography can be viewed as active responses to the issues that 
have been figural in its emergence’ (2011, 111). The methodological approaches of 
this practice-led study employ contextual theory on development scenography and 
chamber theatre. In his way, the methodology similarly functions as a series of active 
responses to the issues that emerge in practice.  
 
Key theoretical concepts and ideas derived from the contextual review were 
employed as methodological approaches to test their function in practice. The key 
theoretical ideas employed and experimented with as methodology were: 
 
1. Working with the scenographic components of chamber theatre as a 
machine, inspired by Baugh’s proposition of viewing the ‘Scene as a Machine’ 
(2005).  
2. The pursuit of Svoboda’s ‘psycho-plastic’ scenographic manipulations (Baugh 
2005, 2012, Burian 1993).   
3. Defining scenographic dramaturgy through practice. (Howard 2009, Lehmann 
2006).   
 
Each concept was concurrently employed as a means of creating and developing the 
productions throughout each creative practice cycle. Analysis on their function from 
each cycle assisted to deepen understanding and their methodological use with each 
subsequent cycle. 
 
Throughout the process of creating the new performance works, critical colleagues 
and theatre professionals were invited to the rehearsal room as “outside eyes” to 
observe and then to provide feedback. The feedback was collected through voice 
recordings of discussions following the showings. The interviews were held with 
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volunteer audience members, who answered a predetermined set of questions about 
their experience of viewing the work. The primary purpose of the showings was to 
present the performance when there was enough content to be viewed and 
commented on by an exterior group of people. In this way, I was able to reflect on the 
practice and to continue to gauge how the performance was being shaped and if 
there were evident connections from the research exemplified within the 
performance. The feedback was then reflected upon and implemented accordingly 
into the performance.   
 
 3.4 Reflective Practice – The Lens for the Study 
 
The approach of a reflective practitioner signifies a cyclical approach, where the 
practitioner is constantly observing and reflecting on the tasks at hand, changing the 
approach accordingly and repeating the process. Moreover, ‘the reflexive defines a 
position where the researcher can refer to and reflect upon themselves and so be 
able to give an account of their own position of enunciation’ (Haseman and Mafe 
2009, 219). In this way, reflective practice provides a lens appropriate for the process 
of the artist-researcher.   
 
Action research theorists Kemmis and Wilkinson describe the process as a 
participatory action research cycle, a spiral of self-reflective cycles that involves 
• Planning a change 
• Acting on and observing the process and consequences of the change  
• Reflecting on these processes and consequences, and then 
• Re-planning, and so forth  
 
(Kemmis and Wilkinson 1998, 21-22) 
 
As a reflective practitioner, this cycle becomes embedded in the rehearsals and 
activities surrounding the performances being created. The rehearsal of a 
performance involves a combination of processes, of planning, acting, observing, 
reflecting and re-planning, which do not necessarily occur in a linear progression. 
Furthermore, a collaboratively devised process has no predetermined end product; 
no one can be sure what will emerge from the process. In learning from an 
experience, previous planning or observation may become obsolete and call for re-
evaluation (Schön 1983). 
 
Additionally, the devising process of the new work involves a work-in-progress 
showing. This showing provides an opportunity for people external to the project to 
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observe the developing work and provide focused feedback. The showing of  the 
work-in-progress involves a cycle of reflection, in which the feedback is used for 
further planning, which is, in turn, acted upon and observed. Thus the spiral 
continues. The reflective practice lens employed in this study enables a deeper 
understanding of the practice of the researcher.  
 
 3.5 Data Collection Methods  
 
 3.5.1 Creative Practice as Site  
 
The investigation into scenography in chamber theatre entails the collection of data 
in several ways. The following section details these methods. The practical 
components of this research acted as a site for data collection as well as an 
expression of the findings. Data was collected in three ways: keeping a creative 
journal4, collecting written responses by participants in the project, and documenting 
progress using film and photography.   
 
The study was conducted through three practice-led enquiry cycles. Each cycle 
involved both part-time and full-time weeks of creative development and rehearsals, 
which led to the performance of original performance works. What’s Wrong with 
Gregor Post?, A Spectacular of Sorts (a work-in-progress showing), and A Tribute of 
Sorts (Version I) formed experiments that held public outcomes. These experiments 
were important to the development of the final work as contextual theory and 
interview data were used to influence the creation of custom-made theatre works. In 
turn, working principles of the study developed in an iterative and developmental 
fashion. A Tribute of Sorts (Version II) is the examinable practice.  
 
    3.5.2 Interviews with Practitioners 
 
This study draws on interviews with industry practitioners and artistic collaborators 
(conducted by the researcher), and observations of performance works by the 
interviewee. The purpose of the interviews was to draw significant working concepts 
and ideas about scenography and chamber theatre from working practitioners in 
order to further explore them in both theoretical and practical contexts. The roles of 
interest to this study are scenographers, directors, designers and actors/performers. 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  4	  The	   creative	   journal	   was	   constructed	   by	   recording	   personal	   reflections	   on	   the	   development	   of	   the	  production	   from	   initial	   concept	   though	   to	   their	   realisation	   in	   performance.	   	   Such	   reflections	   provided	  milestones	  or	  key	  shifts	  in	  the	  study	  that	  helped	  mark	  points	  of	  intersection	  between	  theory	  and	  practice.	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The tools employed for data collection are reflections on observations of theatre work 
and semi-structured interviews. 
 
The following industry professionals were interviewed, specifically for their 
connection to the field of scenography and/or their experience as professional 
directors who create chamber theatre work. Interviews with fellow artists who worked 
on A Tribute of Sorts were conducted to offer insight into the creation of the work 
from the point of view of fellow artists contributing to the work and who have other 
skill-bases.  
 
The industry professionals and artistic collaborators interviewed in this study were: 
 
Industry Professionals  
Prof. Christopher Baugh (Academic and Scenographer) 
Mr. Michael Kantor (Theatre Director) 
Mr. Chris Kohn (Theatre Director) 
Mr. Sean Mee (Lecturer and Theatre Director) 
 
Artistic Collaborators 
Mr. Dann Barber (Design Consultant)  
Mrs. Emily Burton (Performer and co-creator) 
Mr. Dash Kruck (Performer and co-creator) 
 
The interviews and observations collected as data from this production contributed 
directly to the research. The collected data assisted in filling gaps in knowledge by 
defining the ‘new practices, new technologies and … new stagecraft’ (Baugh 2005, 
217-218) required for contemporary theatre-making practices. Key concepts about 
scenography and chamber theatre emerging from interviews and observations were 
experimented with in the practice to determine their effectiveness, including ways in 
which they might be altered.    
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 3.6 The Design of the Study  
Figure 4: Design of the Study 
Creative Practice Design Location Data Collection 
 
Conceptual Framework 
Development 
 
What’s Wrong with Gregor Post? 
April – September 2011 
 
Brisbane Festival, 
Metro Arts Studio 
Theatre. 
 
Creative Journal  
Interviews: Kantor and Mee 
(2011) 
Critical reviews 
Documentation 
 
 
Creative Practice Cycle One 
 
A Spectacular of Sorts  
Work-in-progress showing  
World Theatre Festival  
 
A Tribute of Sorts (Version I) 
June – October 2012 
 
 
 
Brisbane 
Powerhouse,  
Park Mezzanine 
Room. 
 
La Boite Theatre 
Company, 
The Roundhouse 
Theatre. 
 
 
 
 
Creative Journal 
Interview: Baugh (2012) 
Critical reviews 
Documentation 
 
Creative Practice Cycle Two 
and Final Presentation 
 
A Tribute of Sorts (Version II) 
April – May 2014 
 
 
 
Queensland Theatre 
Company,  
Billie Brown Studio. 
 
Creative Journal  
Interviews: Kohn, Burton, 
Kruck and Barber (2014)  
Critical reviews 
Documentation  
 
 
 
 3.7 Ethical Considerations and Intellectual Property Rights 
 
The practical and theoretical components of the research have been assessed as 
low-risk human research. The practical component presents no ethical issues that 
are atypical of a normal rehearsal and performance environment. The project has 
QUT human research ethics approval (reference number 1100000560).  
 
As the writer and director of A Tribute of Sorts, I hold intellectual property rights over 
the ownership of this work. The show’s actors, Dash Kruck and Emily Burton, 
collaborated in generating some of the content and are credited as co-creators and 
awarded royalties for future productions. The other creative collaborators were Jason 
Glenwright, who provided the shows’ original lighting design; Dann Barber, who 
worked as a designer in the second version; and Pete Foley, who created the 
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animation content. What’s Wrong with Gregor Post? was created by Elizabeth 
Millington and myself, as such we hold dual creative ownership over the work.  
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4. PREPARATORY CREATIVE CYCLE  
WHAT’S WRONG WITH GREGOR POST? 
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4.1 THE DEVELOPMENT OF CONCEPTUAL FRAMEWORK  
 
The initial creative research experiment for this study was the development and 
presentation of an original chamber theatre work, What’s Wrong with Gregor Post? 
Through creating this work, intersections of theory and practice helped inform a 
developing conceptual framework to be used for subsequent creative practice cycles 
of research. What’s Wrong with Gregor Post? was presented as part of Brisbane 
Festival’s fringe festival Under The Radar in September 2011. The production was 
created over a six-week period, which involved four weeks of part-time rehearsals 
and two final weeks in a black-box theatre space.  
 
The story of What’s Wrong with Gregor Post? revolves around a key fictional 
character, Gregor Post, telling numerous stories about travelling the world, from his 
bedroom. The show begins with Gregor inviting an audience to his bedroom on a 
particular night. A narrator (who Gregor has hired to assist him on the night) aids his 
storytelling. The Narrator introduces Gregor and his childhood experiences up to the 
point where he sets off on his adventures. From this point on, Gregor relates the 
stories and re-creates his adventures in numerous locations around the world – 
Alaska, Jerusalem, Berlin, the Amazon, Paris and New York. The storytelling 
becomes increasingly absurd and elaborate, until the point of revelation where the 
audience is informed that Gregor has never left his bedroom.  
 
The production embraced lo-fi5 aesthetics (here meaning crude and improvised) to 
create the theatrical world of the play. The intimacy of both the performance space 
(The Studio, Metro Arts) and the dramatic space (Gregor’s bedroom) provided ideal 
locations to experiment with the defining of contemporary chamber theatre and its 
scenographic realisation. The research question for this creative practice cycle was: 
how does the practice of scenography function in contemporary chamber theatre 
works? The research question was supported by theoretical insights into 
scenography and chamber theatre. The key theoretical insights revolve around the 
practice of scenography (Baugh 2005; Howard 2009 and McKinney and Butterworth 
2009) and the redefinition of chamber theatre from its previous historical focus (Pavis 
1998; Lamm 1961 and Ewbank 1998). Data collected from interviews with theatre 
directors Sean Mee and Michael Kantor also influenced the development of the work.   
 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  5	  	  Lo-­‐fi	  is	  defined	  as:	  ‘Unpolished,	  amateurish,	  or	  technologically	  unsophisticated,	  esp.	  as	  a	  deliberate	  aesthetic	  choice’	  (OED	  2015).	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 Data Analysis 
 
Rather than drawing definitive answers from data, the analysis of What’s Wrong with 
Gregor Post? provided responses to the research question and, in turn, provided 
areas for further investigation in subsequent creative cycles. In combination with my 
creative practice, data was collected through reflections, interview material and 
related theory. This analysis is divided into two sections: scenographic dramaturgy 
and chamber theatre as a form. These sections restate and analyse relevant theory 
as evidenced within the practice.  
 
4.2 Scenographic Dramaturgy   
 
Howard (2009, 46) proposes that ‘if the scenographer can be in direct contact with 
the writer and invited to have some input into the dramatic structure of the text from 
the technical and aesthetic point of view, a scenographic dramaturgy emerges that 
supports the text from its inception’. The role of the scenographer in this study 
reflects Howard’s proposition, and asks how scenographic dramaturgy can be further 
defined6. 
 
Hans Thies Lehmann’s (2006) qualifying of visual dramaturgy offers a way to begin 
defining scenographic dramaturgy. Lehmann suggests that in postdramatic forms of 
theatre, one may often find that a textual dramaturgy is replaced by a visual one. He 
suggests that ‘visual dramaturgy here does not mean an exclusively visually 
organised dramaturgy but rather one that is not subordinated to the text and can 
therefore develop its own logic’ (Lehmann 2006, 93). Visual dramaturgy refers to the 
use of a visual logic; however, the term scenographic dramaturgy might better 
include the many and various logics inherit in a production (such as visual, textual, 
psychological, sonic or temporal logics). Scenographic dramaturgy can be seen to be 
an extension of visual dramaturgy, in that it is more all encompassing and charts the 
development of a scenographic logic.  
 
Howard (2009, 90) also proposes that further definition around scenography’s role in 
performance may come from investigation into visual dramaturgy, although ‘the 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  6	  The	  term	  ‘scenographic	  dramaturgy’	  continues	  to	  be	  explored	  and	  defined	  in	  the	  field	  of	  scenography.	  Of	  note	   is	  Lotker	  and	  Gough’s	   	   (2013)	   contribution	   in	   their	   text	   ‘On	  Scenography’	  published	   in	  Performance	  Research:	   A	   Journal	   of	   the	   Performing	   Arts	   which	   assembles	   a	   collection	   of	   articles	   that	   look	   at	  performances	  that	  consist	  of	  ‘of	  two	  actively	  interacting	  layers	  –	  “movement”	  and	  “environment”,	  action	  and	  space,	   dramaturgy	   and	   scenography’,	   where	   ‘the	   interaction	   between	   the	   two	   creates	   the	   potential	   and	  possibility	  for	  experiencing	  time	  and	  space	  within	  the	  performative	  act.	  (4).	  	  	  
Benjamin Schostakowski   	   49 
integration of theory and practice has yet to be realised’. This section aims to analyse 
how the employment of Christopher Baugh’s (2005) concept of working with ‘the 
scene as a machine’ might help articulate the functions of scenographic dramaturgy 
and assist in the broadening definition of this concept. 
 
4.2.1 Contracting the Scene as Machine 
 
Australian director, Michael Kantor (2011, l.120-1), stated of his process that 
‘ultimately there is a day where you have got to submit … to the primacy of the set’.  
This moment in the creative process for What’s Wrong with Gregor Post? occurred in 
the last two weeks of rehearsal, on erecting the design structure in the theatre 
rehearsal space. While the design was unfinished, there were enough materials to 
establish a structure (with indications of colour, structure, furniture and props) with 
which to rehearse(see Figure 5).  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
The intention of this phase in the process was to work with all the components of the 
production simultaneously – set, costumes, set design, lighting, text and blocking. 
Baugh (2005, 75) proposes a view that encouraged this approach, stating that: 
 
we should conceive the making of theatre as the contracting of a 
machine for performance: a machine that naturally includes the 
physical elements of scenography – setting, costume, wigs, make-up, 
properties, furniture – but also a machine that includes the less 
tangible elements of performance such as idea, tension, repose, 
movement, light, sound and time. Since all these elements and more 
operate variously and concurrently during a performance, the process 
of their creation must surely reflect this.  
Figure 5: Contracting the Scene as Machine – The various design elements of 
What’s Wrong With Gregor Post? in the rehearsal space (Schostakowski 2011).   
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The elements of the performance’s scenography, both tangible (set, props, costume, 
and make-up) and intangible (emotion, tension, sound and light), were experimented 
with concurrently throughout this phase in the creative process. In the two weeks 
rehearsing in the black-box theatre space, we were able to commence the 
contraction of our scenic machine, with all the technical and dramatic resources 
available to us. Activating the mechanics of the scenography allowed the 
scenographic dramaturgy of the work to present its strengths and weaknesses.  
 
Bringing the scene together to work mechanically is a necessary process for 
scenography. The final act of performance and the ultimate purpose of the machine 
is to ‘engage with the imagination of the audience’ (Baugh 2005, 75). Through 
contracting our machine, we were attempting to define our scenographic dramaturgy 
– asking which “cogs” of our scenography needed adjustment to deliver the intended 
dramaturgical result. Contracting the scene as a machine in the earlier stages of 
creation in turn assisted in achieving and refining a scenographic dramaturgy.  
 
4.3 Chamber Theatre: What’s Wrong With Gregor Post? 
 
This section aims to further define the properties of chamber theatre through 
analysing the principles with which What’s Wrong With Gregor Post? was created. 
These two principles are 
1. Playing with levels of reality (as in the work of Stuck Pigs Squealing and 
Chamber Made Opera); and  
2. Experimenting with the associations of homeness (Aaronson 2005) through 
Gregor’s bedroom design. 
 
4.3.1 Playing with Levels of Reality 
 
In a similar process to Chamber Made Opera and their Living Room Operas, What’s 
Wrong with Gregor Post? sought to play with subverting realities through using a 
naturalistic bedroom set design as a space to play with alternative meanings(see 
Figure 6). What’s Wrong With Gregor Post? deals with three forms of reality. On 
viewing a work-in-progress showing of the work, director Sean Mee (2011, l. 135-7) 
described them: ‘there was the meta-reality that he’s in a theatre … there’s the reality 
that he [Gregor] is in his bedroom …[and the reality of] his little fantasy worlds’.  
Benjamin Schostakowski   	   51 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
In many ways, naturalism 7  served as the catalyst for the scenography of this 
production due to the nature of the realistic bedroom setting. The bedroom was 
presented as a naturalistic structure that provided information about the way Gregor 
lived, how he interacted with his surroundings and his psychological connection to 
the space. Indeed,  
 
a common understanding of the term ‘naturalism’ emphasised the 
contrast between the natural and the supernatural, or a distinction 
between revealed (divine) and observed (human) knowledge. 
Naturalistic drama combines these two senses resulting in theatre 
where ‘the method of accurate production and the specific 
philosophical position are intended to be organically fused’.  
(McKinney and Butterworth 2009, 90) 
 
The contrasts between the natural components (the realities of the theatre space and 
of the bedroom) and supernatural components (his imagined adventure stories) of 
Gregor’s life were evidenced through his connection to the space. The dual function 
of the bedroom worked to define Gregor’s psychology as it acted as both a site of 
entrapment and escapism. In this way, ‘the locations of naturalism are agents in the 
drama and the rooms are not there to define the people but to define what they seem 
to be, what they cannot accept they are’ (McKinney and Butterworth 2009, 90).  The 
scenography of this chamber theatre space served to ‘establish the particular 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  7	  The	  term	  naturalism,	  as	  used	  here,	  is	  defined	  as	  ‘A	  style	  or	  method	  characterized	  by	  close	  adherence	  to,	  and	  representation	  of,	  nature	  or	  reality’	  (OED	  2015)	  	  
Figure 6. The naturalistic bedroom set design for 
 What’s Wrong With Gregor Post? (Schostakowski 2011) 
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environment of the characters and show the action of that environment on them’ and 
the ‘relationship between the physical and the psychological’ (McKinney and 
Butterworth 2009, 90-91).   
 
4.3.2 Experimenting with Associations of Homeness through 
Gregor’s bedroom design  
 
The second principle of chamber theatre form experimented with was the 
experimentation with the notion of homeness. Bachelard (in Aronson 2011, 41) 
suggests that the notion of “home” holds with it ‘one of the greatest powers of 
integration for the thoughts, memories and dreams of mankind’ and that theatre 
works ‘must seek the elements of ‘homeness’ … in theatrical presentation’. As a 
chamber theatre piece, What’s Wrong with Gregor Post? dealt with notions of 
homeness, most significantly through the bedroom set design. In this homelike world, 
the production exploited the associations of loneliness and disconnection from the 
outside world. Gregor’s thoughts, dreams and memories became integrated through 
the creation of his fantasy worlds. In a comparable approach to the work of Stuck 
Pigs Squealing, the tensions between the theatrical and the naturalistic ‘emphasise 
discomforting clashes’ which work at ‘establishing the play's off-centre reality’ 
(Thompson 2004).  
 
The exploitation of homeness in this production was essential to be responsive to the 
theatrical world, the physical world and the associations familiar to the spectators. 
Through theatrically activating Gregor’s fantasies in the bedroom, the spectators are 
reminded of associations of ‘sleep, sex, loneliness or warmth, fear of the dark or 
pleasurable dreams’ (Aronson 2011, 41). Activated associations of homeness in this 
production linked the ‘three-dimensional space … with the psychological realities 
both of the dramatic action and of the audience’ (McKinney and Butterworth 2009, 
111).  
 
The creation of What’s Wrong with Gregor Post? produced intersections of 
theoretical and practical insight. Two emergent findings were distilled from this initial 
creative practice experiment and a new research sub-question emerged. 
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4.4 Developing Working Principles 
 
The following findings are expressed as working principles that were used in the 
development of the final creative practice that was the examinable artistic component 
of this study.  
 
1. Scenographic Dramaturgy as a term requires further definition. This study 
revealed that the position of the scenographer in the creative process is to oversee 
and develop a scenographic logic. Scenographic dramaturgy can, therefore, be 
located in the performance of that logic, as it ‘… is defined in its realisation and 
performance rather than its intentions’ (McKinney and Butterworth 2009, 4).  
 
2. Chamber Theatre as a form is further defined through its quest for homeness in 
theatrical presentation. The form exploits associations attached to small, enclosed 
spaces, such as associations embedded in bedrooms, attics, cellars or basements. 
The form must be responsive to its physical environment and connect the 
psychological and the physical.  
 
As scenographic dramaturgy and chamber theatre as a form became further defined, 
a new research sub-questions for this study emerged: 
 
How does scenography operate in chamber space? How is chamber 
scenography unique?   
 
The creation and presentation of What’s Wrong with Gregor Post? provided this 
study with a practice-led experiment in creating scenography for a chamber theatre 
work. As an experiment, the production assisted in developing a conceptual 
framework to take into further cycles of enquiry in the study. Two key working 
principles of chamber theatre form and new research sub-questions were directly 
applied to the creation and presentation of A Tribute of Sorts (Version I), which 
stands as the second creative cycle of the study.  
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5. SECOND CREATIVE PRACTICE CYCLE  
A TRIBUTE OF SORTS (VERSION I) 
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5.1 A Tribute of Sorts (Version I) 
 
The following chapter details the second creative cycle of the study: the process of 
creation and presentation of an original chamber theatre work A Tribute of Sorts 
(Version I). The chapter introduces the context of this cycle and its setting within the 
theatre industry. It charts the production’s development through two public showings, 
first at the Brisbane Powerhouse as a work-in-progress showing as part of the World 
Theatre Festival, and, second, for its première season at La Boite Indie (2012). An 
interview with a leading voice in the field of scenographic theory, Professor 
Christopher Baugh (2012), provided this cycle with new influences with which to 
experiment through practice. Data that arose from the cycle is analysed in reference 
to the key preliminary findings from the previous cycle.  
 
This cycle set out to further define the process of developing scenographic 
dramaturgy and the form of contemporary chamber theatre itself. The cycle also 
sought to address the new research sub-questions: How does scenography 
operate in chamber space? How is chamber scenography unique? In 
combination with the new insights from the interview with Baugh, preliminary finding 
and new avenues of enquiry were activated through the creation of A Tribute of 
Sorts.  
 
 Contextualisation of Practice 
 
5.1.1 Industry Setting 
 
As a research experiment this production was mounted in the theatre industry with 
considerable risk. The risk was due to fact that A Tribute of Sorts was committed to 
two public showings before it had been created; it was programmed on the concept 
and creative team alone. The potential for failure was high, as it is with any 
experiment; however, I had committed to presenting a new work that was to meet the 
standards of the companies who had programmed it, namely The Brisbane 
Powerhouse (for a public work-in-progress showing), as part of World Theatre 
Festival (2012); and La Boite Theatre Company, as part of the independent theatre 
program, for a three week season (2012). Fortunately, both of these companies have 
built reputations for supporting and showing new experimental contemporary theatre 
works, and therefore had built correspondingly supportive audience bases for such 
work. Although high-risk, both these settings allowed me, as scenographer, to create 
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a new chamber theatre work inside several different theatre venues within the 
industry. The venues included alternative rehearsal and performance spaces as well 
as a professional back-box theatre. This allowed me to suitably experiment with the 
production’s plasticity and inner-workings in several chamber theatre venues. 8  
 
5.1.2 Synopsis 
 
A Tribute of Sorts was inspired by Edward Gorey’s The Gashlycrumb Tinies (1968); 
an illustrated abecedarian book of infant deaths. I found a considerable amount of 
theatrical potential in Gorey’s ideas, but, rather than directly stage the book I created 
two awkwardly endearing characters (Ivan and Juniper Plank) and through them 
developed an original homage to unfortunate children. The premise smashes two 
distinctive worlds together: one of macabre incidences of short-lived innocence and 
one of glitter-spangled showiness. A Tribute of Sorts is a black comedy about 
homemade theatrics and celebrates unfortunate circumstances.  
 
Similarly to What’s Wrong with Gregor Post?, this performance takes place in a set 
that is reminiscent of a small domestic room (a floor, three walls and roof). The room 
is framed by red velvet curtains and a small stage apron complete with footlights. It 
seems to be the bedroom or playroom of Ivan and Juniper Plank and, 
simultaneously, a small theatre. The scenographic intention here sets up two levels 
of reality. The live audience is welcomed to the tribute show by Ivan and Juniper 
Plank, where they present their showy homage to twenty-six unfortunate infants, in 
alphabetical order. Their theatrical presentation is at danger of falling apart at any 
moment. Driving the tension of story is the unspoken infatuation that Juniper holds 
for cousin Ivan, an infatuation that starts to unravel their tribute. By the climax of the 
show, their handmade tribute begins to collapse and Ivan and Juniper are left to face 
the consequences of their damaged performance as the live audience looks on 
expectantly.  
  
5.1.3 Process of Creation 
 
This production was an original work and was created over a twelve-month period. 
As scenographer, I directed, designed and wrote the production. Following the 
conception of an initial production idea, I further developed the work with the two 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  8	  The	   production	   was	   subsequently	   programmed	   in	   Queensland	   Theatre	   Company’s	   2014	   subscription	  season.	  This	  remounted	  version	  acted	  as	  the	  second	  and	  final	  creative	  practice	  cycle	  for	  this	  study.	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performers, Dash Kruck and Emily Burton. Our first creative development to 
commence creating the work ran for two weeks (full-time) and led directly into a 
public work-in-progress showing as part of Brisbane Powerhouse’s World Theatre 
Festival (2012) under the working title A Spectacular of Sorts. The work-in-progress 
version had a total of three showings and accommodated an audience of twenty-five 
people per showing. The purpose of the public showings was to test the initial 
scenographic concept (the presentation of dual levels of reality in the 
theatre/bedroom and activated associations of homeness) on a live audience to 
reveal its strengths and weaknesses before moving into further development.  
 
The Brisbane Powerhouse programmed the work-in-progress showing into an 
alternative performance space – a corporate boardroom situated on a mezzanine 
inside the building. Correspondingly, the showing was built as space-specific. With 
the technical measurements of the boardroom performance space, I designed a lo-fi 
‘chamber theatre machine’ for our showing to unfold within. This machine acted as a 
miniature “pop-up” proscenium arch, complete with red velvet curtains. The 
performance was rehearsed within this small structure for the two weeks leading into 
the season, and then the structure was transferred into the boardroom for the 
showing. The showing was comprised of thirty minutes of content. Informal 
discussions were held at the end of each showing to gather audience responses on 
the developing work. The comments influenced the works’ continued development  
(see Figure 7 for an image of venue and design for the work-in-progress showing). 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 7. The venue and design for A Spectacular of Sorts at The 
Brisbane Powerhouse. (Schostakowski 2012) 
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Following the showing in January 2012, the show continued to develop through 
creative production meetings and sporadic rehearsal periods. During this time I 
continued to write the working draft of the script. In September/October of that year, 
the final creative development/intensive rehearsal period began. This rehearsal 
period lasted for four weeks and took place in The Loft, a large black-box theatre 
venue at the Queensland University of Technology. The first week was dedicated 
solely to building and testing the design, a more comprehensively developed version 
of the ‘chamber theatre machine’. As scenographer, the process of embedding the 
machine within the given theatre venue was integral to ensuring that the production 
was responsive to its environment. The design was developed specifically to be used 
as the production’s central scenographic device – a small-elevated room framed by 
French-action red velvet curtains and a small stage apron. Following the final 
rehearsal period, the production was transferred into La Boite’s Roundhouse Theatre 
(Brisbane) for its début season (October 24 – November 10, 2012).   
 
A Tribute of Sorts was shown in a three-week season as part of La Boite Theatre 
Company’s Indie season 9. The production was staged in the La Boite Roundhouse 
Theatre Indie configuration – an intimate black-box style theatre setting that 
accommodates one hundred audience members per show (see Figure 8 for an 
image of the design for the final performance). The scenographic concept, a dual 
space of the theatre/bedroom was maintained from the work-in-progress showing, 
only now more naturalistic in style and greater in detail.   
 
 
 
 
 
 
 
 
 
 
 
 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  9	  La	  Boite’s	  Indie	  Season	  is	  the	  name	  given	  to	  the	  company’s	  branch-­‐off	  season	  of	  independent	  works.	  The	  professional	  company	  programs	  selected	  works	  from	  independent	  companies	  to	  sit	  alongside	  its	  mainstage	  season.	  	  
Figure 8. A Tribute of Sorts (Version I). Ivan and Juniper in their bedroom (Dowd 2012).  
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5.2.Data Analysis  
 
This section details the data analysis undertaken in the first creative practice cycle 
through provision of the developing conceptual framework.  
 
5.2.1 Scenographic Dramaturgy (The Chamber Theatre Machine)  
 
Christopher Baugh (2005, 145) suggests that the struggle to find new aesthetics and 
scenographic identities for the theatre may well lie in discovering ways of integrating 
space and the place of performance.10 For chamber theatre, space and place are the 
starting points for the creation of a work and, indeed, should be factored in as part of 
the ‘conceptualisation of a total production idea’ (Svoboda in Baugh 2004, 84). The 
creation of new scenographic identities for contemporary chamber theatre must be 
located in this process. Though if space for chamber theatre is inherently intimate 
and smaller in scale does scenographic practice therefore operate differently? And if 
so, how? This section discusses the new research sub-questions that emerged from 
the previous practice in reference to the new work.  
 
‘How does scenography operate in chamber space specifically? How is 
chamber scenography unique?’  
 
In a personal interview, scenographer and academic Prof. Christopher Baugh (2012, 
l. 563) stated the following in response to the above question:  
If your going into a studio or chamber space, the question about 
scenography becomes more radical … ‘How we going to convert 
this empty shell into a theatre – by what means? ‘Where are we 
going to put the audience?’ ‘Where we going to do the acting? … 
The questions become much more radical, you’re beginning to 
think about ‘how can I design a machine, a structure for the 
performance of this play?’  
 
Baugh indicates that a scenographic approach to chamber space can be radical in 
comparison to staging a production where the given circumstances of staging and 
viewing a work are predetermined and inflexible. It is radical in the sense that the role 
becomes much more all-encompassing and open for the scenographer. In chamber 
space, suddenly the scenographer’s role becomes larger and more complex; they 
are in a position where they must design the entire structure to house the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  10	  There	  is	  a	  distinction	  between	  the	  terms	  place	  and	  space,	  as	  used	  here.	  Place	  refers	  to	  the	  characteristics	  of	  the	  physical	  venue,	  and	  space	  refers	  the	  performance	  area	  within	  a	  place,	  its	  volume	  and	  dimensions.	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performance of the given play, not just the scenography of the production on a given 
stage.  
 
The production idea for A Tribute of Sorts was that two characters would deliver a lo-
fi tribute show from an ambiguously located domestic room that was somehow both a 
realistic suburban space and also self-aware that it sat in front of a live audience. 
The work’s aspiration was to deliver complex levels of theatrical and meta-theatrical 
realities in a seemingly simple fashion. In pursuit of a kinetic stage space, 
(scenography that is responsive to the psychological situations of its theatrical 
inhabitants), it was clear a static and unchanging room was not going to be effective. 
I required a chamber design that provided dramaturgical possibilities – a plastic and 
movable space. Following Baugh’s advice, it was decided to ‘move away from 
scenery [alone] which presents itself as a machine’ instead ‘you design a theatre 
yourself’ (2012, l. 423).  
 
5.2.2 Creating the Chamber Theatre Machine 
 
After experimenting with a draft version of a pop-up DIY theatre proscenium with the 
work-in-progress showing of A Spectacular of Sorts, it became clear that the 
scenographic qualities of a recognisable theatre space (red velvet curtains, 
concealed wings, spotlights and footlights) proved useful to the dramaturgy of the 
show. Before moving into the final four-week rehearsal period for the work, it was 
clear I needed to design my own theatre space within a larger theatre space (the La 
Boite Indie space) to serve the desired dramaturgical requirements of the show. I 
was to create a custom-built chamber theatre machine.  
 
The concept required a small central space (a domestic room) that could 
accommodate a large amount of very quick and precise scene changes for Ivan and 
Juniper to reenact the various stories in their tribute show. The desired effect was to 
have numerous substantial set changes occur in the bedroom space that rapidly 
became more elaborate as the show progressed. For example, one story was set in 
a living room with a dining table and chairs; the following scene was to fill the room 
with a large Christmas tree and a pile of gifts – this scene needed to transform in less 
than thirty seconds to execute the “trick”. This meant large furniture pieces and props 
were struck and reset quickly with the red curtains closed, and when they shortly 
reopened, they revealed a new space set for the next tale in the tribute.  
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In order for the chamber theatre machine to remain ‘plastic’ and movable, the back 
wall of the room was built to slide open and allow large set pieces to be trucked in. 
As the room was raised on one metre high rostra platform, we soon discovered that 
we needed to build a loading dock at the same height behind the set to 
accommodate the growing amount of sets and props required. The hidden loading  
dock for this design became three times the size of the actual bedroom space. This 
simple solution allowed the bedroom to remain “plastic” and malleable to the needs 
of the production as it unfolded (an aerial drawing of the set is shown here in Figure 
9). A team of three assistant stage mangers operated the loading dock space to 
assist the unrealistically quick scene changes in performance. A scenographic 
dramaturgy for this production had developed, and its logic was supported by a 
custom built chamber theatre machine.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 9. An aerial drawing of the set design showing the loading dock space behind the sliding-wall. 
(Schostakowski 2012). 
Backstage 
loading dock.  
View into bedroom 
set from Audience.   
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As Baugh (2012 l. 235) articulates, part of a scenographers role in constructing a 
machine for performance requires asking not only how the set works, but ‘where are 
the audience situated?’, ‘How close, how far away, how high or low in relation to the 
actors?’. In order to intensify the intimacy of experience it was decided to bring the 
stage platform very close to the audience. The audience sat only two meters from the 
chamber stage apron. Here, ‘instead of the stage being a fixed point, it can be placed 
in the most suitable part of the remade auditorium space to give the best possible 
relationship between performers and spectators’ (Howard 2009, 7). Furthermore, a 
lighting design was embedded inside the chamber machine in a custom-built lighting 
rig concealed in the roof of the set. The chamber theatre machine operated as a 
theatre almost entirely independently of the larger theatre space it resided in.  The 
larger theatre space helped conceal the various mechanisms required to operate the 
smaller chamber theatre machine within it? 
 
The scenographic functioning of the chamber theatre machine worked to tightly focus 
the audience’s experience. Baugh asserts that such ways of working are necessary 
to effectively engage spectators in chamber space. He states that: 
 
If you have a big huge empty space and you have created a small 
space within it, by very simple strategies of lighting and sound and 
colour and movement and space, you can tell the audience in 
effect, ‘ignore everything else and just look at that. That's what I 
want you to look at’ (Baugh 2012).  
 
 
As scenographer on A Tribute of Sorts it became clear that the metaphor of viewing 
‘the scene as a machine’ is a very effective working principle in the most literal and 
practical sense. Scenographic practice operates differently for chamber space, as 
the focus becomes more tightly centred on designing your own ‘chamber theatre 
machine’ within the given space. Chamber scenography must structure the entire 
experience of viewing work within its given context.    
 
 
5.2.3 Chamber Theatre: A Tribute of Sorts (Version I) 
 
Part of this study’s focus is to further define the specific qualities of contemporary 
chamber theatre. The current redefinition of chamber theatre is: works that are either 
through design structures and or their physical performance space, intimate, 
confined, or framed. Analysis from What’s Wrong with Gregor Post? proposed two 
key working principles of chamber theatre: 
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1. Play with juxtaposition of realties through subverting naturalism  
2. Activation of associations of homeness in theatrical performance (Aronson 2005).  
 
Several layers of reality and non-reality constantly entwined theatrically and meta-
theatrically in A Tribute of Sorts. Associations of homeness continued to be activated 
throughout the performance, whose central location was a domestic room (again, 
similarly to What’s Wrong With Gregor Post?), which brought with it associations of 
‘sleep, sex, loneliness or warmth, fear of the dark or pleasurable dreams’ (Aronson 
2011, 41). Conjuring the tribute show from Ivan and Juniper’s room similarly brought 
with it rich associations of the characters’ home life, associations the audience could 
clearly recognise. The tensions of a homemade theatre show and the complex 
relationship of its performers was wound up tightly and made more concentrated by 
the ‘claustrophobic set’ (Dionysius 2014) it unfolded within.  
 
One of the driving leitmotifs for A Tribute of Sorts was the recognition of the tropes of 
live performance and the playing with them. Following a personal interview with 
chamber theatre director Chris Kohn (2014), it emerged that there may be a 
continuing thread in contemporary chamber work that embraces active play and self-
awareness of a show’s theatricality.  
 
In reference to Kohn’s theatre works The Eisteddfod (2004) and The Black Swan of 
Trespass (2003) with Stuck Pigs Squealing, he stated, ‘I would call them all chamber 
theatre, they were all quite “powder-face”, sort of red-curtains, footlights all of these 
kind of constructions you associate with a sort of antediluvian idea of theatre’ (2014 l. 
124). Taking into account that, to use Kohn’s term, ‘antediluvian theatricality’ may not 
appear as dramatic content in all chamber theatre, perhaps such constructions do 
bear well for chamber theatre as a form, scenographically – that is, a heightened 
sense of a production’s own theatricality within a small space.11 
 
A Tribute of Sorts, as a production, played heavily on traits of known theatre history, 
both in dramatic content and scenographically. Both characters, Ivan and Juniper, 
were actively performing for an audience and commenting on their performance as it 
unfolded in front of the audience. There was a direct attempt to constantly make the 
live audience aware that they were watching a rehearsed live performance. The 
following image (Figure 10) from the production shows a moment where Ivan and 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  11	  Antediluvian	  theatre	  is	  defined	  here	  as	  an	  aesthetic	  tradition	  of	  old-­‐fashioned	  theatre	  tropes.	  Such	  tropes	  include	  ‘powder-­‐face’	  makeup,	  footlights,	  red	  velvet	  curtains,	  and	  follow-­‐spots.	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Juniper address the audience directly – an example of the production’s theatrical 
self-awareness.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
This moment occurs at the start of the production. Here, Juniper and Ivan welcome 
the audience in direct address standing in front of red velvet curtains and lit by 
footlights. Once the hand-painted ‘CONGRATULATIONS – YOU’RE AT THE 
THEATRE!’ sign unravels, the curtains automatically open and Ivan and Juniper 
disappear inside the room ready to begin the show. Here, within one small moment, 
this chamber theatre piece engages known constructions of antediluvian theatre to 
both scenographically and dramaturgically enlist the audience in the form of theatre 
they are experiencing. The ‘scenography becomes a visual narrator, and the 
scenographer the map-maker of the space … quickly audiences can learn ‘the rules 
of the game’ and what is expected of them’ (Howard 2009, 195). According to one 
critical review, the chamber theatre machine looked ‘both like a puppet show and a 
room in a doll’s house’ (Dionysius 2014), framed with French-action red velvet 
curtains, footlights and two pale-faced thespians ready to perform. In this moment 
the audience learns the “rules of the game”. Scenographically we learn that the show 
Figure 10. Ivan and Juniper address the audience in  
A Tribute of Sorts (Version I).  (Amelia Dowd. 2012) 
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is under the control of its performers, Ivan and Juniper, but that the stage machinery 
is capable also of operating autonomously.  
 
The antediluvian theatre constructions provide chamber theatre many opportunities 
as a form. Perhaps one of the most convincing motivations for chamber theatre to 
employ such constructions is the irony at play. The chamber scenographer can 
create their own custom-built theatre in a considerably scaled-back and economic 
fashion and can still bring with it the rich associations of the homeness of the theatre 
itself. There is the ‘freedom to organise space, and the smaller budgets seems less 
of a handicap’ (Howard 2009 6-7) and so chamber theatre mechanics can provide 
economic solutions. As Kohn (2014 l. 485) states, ‘chamber theatre as form can be 
more overtly theatrical in terms of engaging with known theatre history’.  
 
5.3 Emergent Working Principles  
 
Following the creation and presentation of A Tribute of Sorts (Version I), the 
definition of chamber theatre as a new genre or critical term (as encouraged by 
Baugh 2012, l. 864), continued to advance and be refined as the research 
progressed. The preliminary findings are expressed as a series of key working 
principles:  
 
5.3.1. The Scene as Machine (The Chamber Theatre Machine) 
 
Working Principle One: Chamber theatre must develop its own machine within a 
theatre space. Contracting the chamber machine of a performance allows for a 
scenographic dramaturgy to emerge.  
 
Whether working within an empty black-box studio, an attic or a shop front, chamber 
theatre must create its own machine for performance. It must create its own theatre 
within a space. Indeed, ‘if you’re going into a studio or chamber space, the question 
about scenography becomes more radical … you’re beginning to think about how 
can I design a machine – a structure for the performance of this play?’ (2012 l. 125). 
Scenographic dramaturgy can be located in the performance of scenographic logic – 
contracting the scene as machine. However, as is the nature of scenography itself, 
scenographic dramaturgy ‘… is defined in its realisation and performance rather than 
its intentions’ (McKinney and Butterworth 2009, 4).  
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5.3.2 Chamber Theatre Form 
 
Working Principle Two: The performance space, the design, and the actors’ 
relationship with the audience must be intimately framed.   
 
Just as August Strindberg’s Intimate Theatre was created to provide ‘an escape from 
the “panoramic stage”’ (Ewbank 1998, 172), contemporary chamber theatre must 
seek to provide a physically and psychologically intimate theatrical experience. It was 
the intention of Strindberg that the close proximity of the audience space to stage 
would elicit a stronger connection, both physically and emotionally, between the 
actor’s performance and the spectatorship – this holds true for contemporary 
chamber productions. There are three traits that have emerged as common to 
contemporary chamber theatre as a form: 
 
1. Play and subversion of realities (especially the connection between the chamber 
theatre space, and the performance within it).  
2. Activation of associations of homeness (Aronson 2005) particularly in reference to 
smaller spaces.  
3. A heightened awareness of a production’s overt theatricality (Kohn 2014).  
 
5.3.3 Psycho-Plastic Chamber Space  
 
Following the first creative practice cycle of this study, a second research sub-
question emerged. This question emerged from the consistent and meaningful 
interaction that occurred between the physical space and the dramatic content of the 
production. Svoboda (in Baugh 2005) first coined this interaction as ‘psycho-plastic 
space’. Contemporary chamber theatre manipulates its intimate spatial environment 
to react and respond to the inner-psychology and meanings of the play within. This is 
crucial so that ‘scenography becomes dramaturgy’ (Baugh 2012 l.863) and 
contributes to the meaning-making process in performance. Here chamber 
scenography ‘is creating performance in its own right’ (Baugh 2012 l.54). Therefore, 
‘How does Svoboda’s scenographic notion of ‘psycho-plastic space’ apply to 
chamber theatre specifically?’  
 
The above working principles and new research sub-question, imbued with new 
research findings, were then carried directly into the second version of the production 
in this final creative cycle – the development and staging of A Tribute of Sorts 
(Version II).  
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6. EXAMINABLE PRACTICE  
A TRIBUTE OF SORTS (Version II) 
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6.1 A TRIBUTE OF SORTS (VERSION II) 
The following chapter discusses the final examinable practice cycle for this study, the 
process of developing and staging A Tribute of Sorts (Version II). The chapter 
describes the context of the remounted version of A Tribute Sorts and the process of 
redeveloping the work for presentation. The previous creative practice cycle, A 
Tribute of Sorts (Version I), presented preliminary findings expressed as two core 
working principles and a new research sub-question to examine scenographic 
practice in contemporary chamber theatre. The working principles were tested in 
practice to determine their viability and validity. The key theoretical underpinnings 
that informed the final version of the production were concerned with: 
1. Developing Scenographic Dramaturgy: Contracting the chamber theatre 
machine in performance. (Baugh 2005, 2012).  
2. Chamber Form: further defining contemporary chamber theatre form (Ewbank 
1998, Pavis 1998).  
3. Chamber Scenography: The pursuit of achieving a psycho-plastic chamber 
space (Svoboda 2005, Baugh 2005, 2012, Kohn 2014). 
 
 
These concepts were experimented with concurrently throughout each creative 
practice cycle, leading toward a deeper understanding of the function in practice with 
each process.  
 
Together with interviews conducted with fellow artistic collaborators involved in the 
project (Barber, Burton and Kruck 2014), data that arose was analysed to discover 
the collision of theory and practice leading towards the findings of the study. The final 
version of the production was again embedded within an industry setting, as part of 
Queensland Theatre Company’s 2014 season.  
 
In order to more firmly frame this study’s ability to address the overarching research 
question, the driving research question must be framed to address this specific 
project. The initial research question has necessarily developed to become: 
 
How does scenography function in this piece of contemporary chamber 
theatre? (A Tribute of Sorts Version II) 
 
By tightening the framing of the research question on the examinable piece, this 
study can more accurately provide specific research outcomes, as it cannot 
comprehensively answer the broader question. The results of analysis on this 
production provide examples from which other scenographers and chamber theatre 
makers can draw and expand upon within their own practice.  
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Contextualisation of Practice 
 
Following the production’s critical success at La Boite in late 201212, Queensland 
Theatre Company programmed A Tribute of Sorts as part of their 2014 season. This 
remounted production provided an ideal challenge and a site for data collection for 
the final creative practice cycle of the study. This final cycle allowed the working 
principles developed from previous cycles of creative practice to be implemented to 
test their validity and refinement through practice.  
 
The stakes were raised considerably for the remounted version of A Tribute of Sorts 
by virtue of being programmed as a fully-realised professional production. The 
production no longer held security as an experiment through an independent season 
context, as was the case with the première season through La Boite Indie. This 
remounted production was in a state theatre company subscription season and was, 
therefore, subject to professional criticism in a much larger discourse. The production 
was programmed into The Billie Brown Studio at Queensland Theatre Company, 
May 7-17, 2014.  
 
6.1.1 Synopsis 
 
The following synopsis, supplied by Queensland Theatre Company marketing 
department (2014), provides the narrative context for the production:   
 
Oddball teen cousins Ivan and Juniper Plank are putting together a glitzy variety 
show chronically the series of unfortunate events that led to the demise of 26 infants. 
It’s a tribute… of sorts. Welcome to a weird, warped eisteddfod, where this endearing 
pair lead you on a brilliantly inventive, wickedly funny journey – in strict alphabetical 
order, of course – through the short lives of these doomed infants. 
 
The gothic quirkiness of Tim Burton meets the adorable kitsch of Wes Anderson in A 
Tribute of Sorts. An Artful, dark, morbidly funny celebration of the art of theatre itself. 
Showcasing the devilish sense of humour of rising star Benjamin Schostakowski.  
 
A Tribute of Sorts won Brisbane audiences’ hearts in 2012, when it debuted as part 
of La Boite’s indie season.  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  12	  In	  addition	  to	  critical	  accolades	  through	  published	  reviews,	  the	  production	  was	  nominated	  for	  six	  Matilda	  Awards	  (2012)	  and	  won	  four:	  Best	  Independent	  Production,	  Best	  New	  Australian	  Work,	  Best	  Actor	  and	  Best	  Actress.	  The	  production	  also	  won	  Best	  Co-­‐Production	  in	  the	  2012	  Groundling	  Awards	  (2012).	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6.1.2 Process of Creation 
 
In addition to paying for artists’ fees, Queensland Theatre Company funded the 
production’s redesign and rehearsals over a three-week period leading into the 
season. The three weeks were divided into one week of redesign in the company 
workshop, and the latter two were designated to re-rehearsal with the set installed in 
the theatre space. The ability to rehearse with the full set in the theatre space within 
a professional context is a rare opportunity, but one that greatly supported this 
study’s endeavors as a site for research.  
 
One of the key scenographic challenges for this remounted version was to stage the 
production in a larger theatre venue and still maintain a custom-built chamber theatre 
experience. The Billie Brown Studio at Queensland Theatre Company is a black-box 
studio venue; however, its dimensions are much larger than the La Boite Indie 
configuration. Immediately, this remounted version had to respond to the new space 
it had been programmed into.  
 
The creative team remained as per the previous production, with two notable 
exceptions. The remounted production was specifically built with touring viability in 
mind, which meant that the work of three backstage assistant stage mangers (as was 
the case in the La Boite Indie version) now needed to be effectively performed by 
one assistant stage manager. Considering the difficulty of managing this task that 
directly impacted the scenographic framework of the production, I employed the 
assistance of a designer, Dann Barber, to help develop technical drawings and to 
effectively re-design the chamber theatre machine to work for this new space and 
team. As a designer trained through the National Institute of Dramatic Art (NIDA), 
Barber held the appropriate technical skill set required to collaborate and assist me in 
this context. In terms of intellectual property, Barber joined the production with the 
knowledge that ownership of the original design concept for A Tribute of Sorts 
remained with me as the scenographer, His position was to adapt this concept for the 
new space.  
 
6.1.3 Spatial Logic  
 
 In order to provide clear contextualisation, it is important to describe the spatial logic 
of A Tribute of Sorts (Version II) before it is analysed. This production functioned 
within a chamber theatre machine that operated similarly to the original version. The 
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setting was Ivan and Juniper’s bedroom (shrunken in perceptive, growing smaller in 
dimensions towards the back of the room), which was framed by red velvet curtains 
and small stage apron in font.  
The distortion of scale in bedroom set played against the actor’s physicality (Dash 
Kruck’s body wrapped in tight child-like clothes, and Emily Burton’s lanky limbs 
dressed in a pinafore dress), which worked to evoke images of childhood. 
Throughout their “amateurish” and theatrical tribute to unfortunate children, Ivan and 
Juniper would occupy stage space within the shrunken bedroom or on the stage 
apron in front of the room, in some cases the red curtains would be closed behind 
them and then opened to reveal new objects within the bedroom. When inside the 
room, the characters seemed too large for their surroundings, and when in front of 
the closed red velvet curtains, they seemed to be too small for the Billie Brown 
Studio that the production sat within. The spatial logic continually displayed 
combinations of distortion in scale in order to speak to Ivan and Juniper’s psychology 
as adult-children or child-like adults. This was the intended spatial logic of the piece.  
 
 6.2 Data Analysis A Tribute of Sorts (Version II) 
 
By analysing data that arose from the final creative work, A Tribute of Sorts (Version 
II), this section continues to refine the working principles developed from the previous 
version of the production. The section makes use of data collected from interviews 
with industry practitioners and theorists, artists involved in the project, reflections 
from my creative journal and theoretical and practical information drawn from the 
contextual review to make comment on the their implementation in practice and to 
move towards presenting the findings of the study. Where relevant, critical reviews 
on the production were also used as supporting evidence. The first working principle 
developed from the previous creative cycle of this study’s exploration into 
scenographic practice in chamber theatre was working with the ‘scene as machine’ 
(Baugh 2005).  
 
 
6.2.1 Working Principle One: The Scene as Machine  
 
Chamber theatre must develop its own ‘machine’ within a theatre space. Contracting 
the chamber machine in performance allows for a scenographic dramaturgy to 
emerge.   
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There are two key components to this working principle. The first is concerned with 
the creation of a purpose-built chamber theatre machine within a given space. The 
second is concerned with the scenographic dramaturgy that emerges when that 
machine is contracted – when all its various elements work together in a live act.  
 
6.2.1.1 The Chamber Theatre Machine 
 
The remounted production of A Tribute of Sorts presented a significant challenge: to 
redesign the chamber theatre machine to be responsive to its new performance 
space, The Billie Brown Studio. The Billie Brown Studio, although a studio by 
definition, still exists as one of the ‘panoramic stages’ (Ewbank 1998, 172) that 
Strindberg was so adamant to escape with his vision of chamber theatre. The Billie 
Brown Studio stage space is twelve meters wide and six meters deep, compared to 
the La Boite Indie configuration that was eight metres wide and five metres deep. 
Design consultant Dann Barber provided technical expertise to collaborate on 
remounting the production in this new space. In a personal interview with Barber on 
this restaged version of the production, he stated: 
I could see that my job was to help you deliver the same feeling 
you created with the first version. It was going to be difficult task 
because essentially the small theatre design you created [for the 
first version] would have to sit in black box venue two times the 
size. It would be swallowed up and people won’t be able to see 
inside. The important thing, I think, is to maintain intimacy with the 
world in this new space … really we need a new design for it to 
work (2014 l.17-23).  
 
Barber’s comment reveals the ultimate problem scenographers face with each 
production – a problem specific to creating scenographic worlds in studio or chamber 
theatre spaces. By employing Baugh’s metaphor of treating the scene as a machine, 
the scenographer is encouraged to commit to viewing scenography through ‘the 
discarding of all attempts at scenic illusion in order to examine the inner mechanics 
of the place of performance’ (2005). In order to develop or recreate the scenographic 
intentions of A Tribute of Sorts (Version I), the fundamental architecture of the new 
performance space and the fundamental architecture of the set design needed to be 
re-conceptualised from the ground up – not just tweaked, as you might do moving a 
touring production from one theatre to the next.  
 
Together, Barber and I developed a newly adjusted version of our chamber theatre 
machine, one specific to The Billie Brown Studio. To accommodate the landscape-
viewing lens through which the audience would experience the work, the stage space 
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in the fictional room was expanded, and the walls of the set design were elongated 
and forced out in dramatical perspective, allowing for better sightlines into the design.  
 
Although studio spaces exist as ‘one solution to the integrations of scenography’ 
(Baugh 2005), their vacant space demands complete recreation for each and every 
production staged there. Baugh concurs by stating that ‘a studio theatre’s defining 
neutrality evades the fundamental problem by providing not an ultimate solution, but 
one that will be changed by the scenographer with each production’ (2005, 165). 
Remounting a custom-built chamber work required a complete redesign to suit the 
new space. Barber’s comment on requiring a new design for a new space confirmed 
Baugh’s sentiment on the scenographer’s constant problem with chamber or studio 
space. Herein lies an issue: chamber work must be built as space specific and this 
can be an unrealistic enterprise for theatre-makers perusing touring or multiple venue 
performances unless more resourceful solutions are created.  
 
The below images compare a technical drawing of A Tribute of Sorts (Version I) with 
a drawing developed for A Tribute of Sorts (Version II) (see Figures 11 and 12).  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Benjamin Schostakowski   	   74 
 
 
 
 
 
Figure 11.  A Tribute of Sorts (Version I) Technical drawing of La Boite Indie space and 
design relationship. (Glenwright 2014). 
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A comparison between the bare mechanical structures of each version reveals subtle 
variations, which ultimately held much larger implications in realisation and 
performance. On reflection, the re-conceptualisation of the structure also allowed for 
scenographic developments, which then impacted on meaning-making in the 
performance. Early in the re-design process, I noted in my creative journal:  
The change in design has brought up a few things – not only simple 
things like being able to see into the room with sightlines, but the 
effect this new space will have on the meaning of the show. The 
Figure 12.  A Tribute of Sorts (Version II) Technical drawing of Billie Brown Studio space 
 and design relationship. (Barber 2014). 
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actors will seem even more small and doll-like in the larger space. I’m 
concerned though that the audiences may prefer the older version 
because they experienced it in a much smaller venue, I’m not certain 
we can fill the width of the Billie Brown and maintain intimacy 
(Schostakowski 2014).  
 
In order to examine the effect of the redesigned chamber theatre machine, I 
interviewed the production’s performers to gauge their opinion as artistic 
collaborators and as the artists ultimately inhabiting the space as actors. Emily 
Burton (2014 l.10-20) (who played the character Juniper Plank) stated the following: 
 
I think the main difference between the designs for me is that the 
larger venue is going to inevitably make us seem much smaller to 
the audience – even if the design is still close to the audience. Also 
the feeling of the bigger forced perspective of the room has on us 
inside the new structure - now the room is very large at the front and 
literally shrinks in size towards the back. So we seem bigger at the 
back of the room and smaller when we are closer to the audience. I 
think it just changes reality of their world compared to the first 
version. This version makes the room seem more of a physical 
metaphor.  
 
Here, Burton’s comment touches on an interesting point to do with creating chamber 
theatre machines for performance. The nature of an intimate proximity of a design to 
the actor, and a design to a spectator, calls into question a multitude of different 
readings – as with many theatrical productions. However, in chamber theatre, the 
‘inner mechanics of the place of performance’ (Baugh 2005) are inextricably linked to 
the meanings generated and must be considered as such by scenographers. This 
notion is analysed in more detail in the second component of this working principle – 
defining scenographic dramaturgy.  
 
6.2.1.2 Defining Scenographic Dramaturgy 
 
The second part of the first working principle is concerned with contracting the 
chamber theatre machine in realisation, through performance, and, by doing so, 
defining the production’s scenographic dramaturgy. Findings from the first creative 
practice cycles suggested that the position of the scenographer in the creative 
process is to oversee and develop a scenographic logic. Scenographic dramaturgy 
can therefore be located in the performance of that logic. However, as is the nature 
of scenography itself – scenographic dramaturgy ‘… is defined in its realisation and 
performance rather than its intentions’ (McKinney and Butterworth 2009, 4).  
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As noted in the contextual review, scenographer Pamela Howard (2009, 46) 
proposed that ‘if the scenographer can be in direct contact with the writer and invited 
to have some input into the dramatic structure of the text from the technical and 
aesthetic point of view, a scenographic dramaturgy emerges that supports the text 
from its inception’. The final version of A Tribute of Sorts had been developed over a 
four-year period, where the text and scenography had developed concurrently and 
been allowed to directly inform each other. Accordingly, a scenographic logic had 
developed. In an attempt to explain the logic of the production to the then newly 
employed design consultant, Dann Barber, I sent the following list to describe how 
the dramaturgy of the show operated: 
 
The premise of the entire show consists of the following factors: 
1. Ivan and Juniper Plank are cousins around 13-15 years old. Both innocent 
and naïve to the world.  
2. Their lo-fi tribute show takes place in their small room (there are no entry or 
exit points in the room).  
3. The room is simultaneously a real suburban room (maybe Australian, circa 
1970’s in décor) and a miniature proscenium arch-style theatre that sits in 
front of a live audience.  
4. The tribute show is hand-made by Ivan and Juniper, but operates in a 
professional theatre. Their decorations are tacky, glittering and lo-fi.  
5. The tribute show runs on timed mechanics.  
6. The room ‘magically’ sets itself for each tribute tale.  
7. Each night is the first and only night they have performed for a live audience. 
They are not very good at performing and it shows.  
8. Juniper has not yet expressed her attraction to Ivan and it becomes 
unbearable for her by the end of the show. 
9. Ultimately Juniper ruins the show by making an advance on Ivan just before 
the climax of their tribute.  
10. The show runs out of time and the big ending is tragically ruined. 
(Schostakowski 2014) 
 
Although used originally in a more casual context, these points also served to 
illustrate the scenographic logic of the show. They addressed both mechanical and 
psychological components of the world to be read by the audience. In other words, 
these points also stood as the production’s scenographic intentions. The significance 
of articulating the scenographic intention is that it initiates the path towards 
articulating scenographic dramaturgy.   
 
However, intention alone cannot justify scenographic dramaturgy. As McKinney and 
Butterworth (2009, 4) assert, scenography is ‘defined in its realisation and 
performance rather than its intentions’. Critical reviews of the production offer some 
objective data on how the scenographic dramaturgy manifested through 
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performance, to compare to the above stated scenographic intentions. In a review 
from the website crikey.com, critic Alison Coates (2014) stated the following:  
“Congratulations! You’re at the theatre”, the banner informs us as 
we gaze at the shoe-box set on the wide wide stage of the Billie 
Brown Studio. Hung with tacky homemade red velvet curtains from 
the dress-up box, the set … is as innocent, as amateur, as childish 
and as clumsy as anything any creative children created on a wet 
school holiday.  
 
Coates (2014) describes the set as something created by a child, as ‘clumsy’, 
‘amateur’ and, most importantly, as ‘innocent’. Here, several of the scenographic 
intentions, at least in a visual and associative sense, are received. Coates (2014) 
continues by stating, ‘But Wait! Danger lurks, as the subterranean horrors of its two 
characters Ivan and Juniper Plank, whose minds surface in a morbid version of 
Theatre of the Absurd…’. Here, Coates speaks to the dramaturgical drive of the 
production by suggesting that it is the minds, the psychology, of the two characters 
that surfaces and brings their tribute undone within the ‘shoe-box set’.   
 
Another critic, Cameron Pegg, from the newspaper The Australian, described the set 
as ‘a magic box spring-loaded with surprise and awkward humour’ (2014). Pegg 
(2014) continued to describe the scenographic world as ‘not distinctively Australian, 
but … strangely familiar. Footlights warm a red curtain and surtitles announce every 
scene with a clang. A vaudevillian tribute, as it were’. He continues by stating that 
‘the trick (and risk) is that we are made to wait as the characters bicker and make 
mistakes, plead for forgiveness and try to get the story back on track’. Here, Pegg 
speaks directly to the scenographic intention of creating an ambiguously Australian 
and, therefore, familiar world, and that the amateur nature of the characters’ 
performances in the ‘vaudevillian tribute’ serves as intended dramaturgical conceit to 
propel the narrative forward.  
 
A final idea Pegg provided in his critical reception of the work is that ‘the eclectic 
culmination of sound, design cues and accents worked deliberately to disorient the 
audience by outsourcing music, design cues and accents from across time and place’ 
(2014). Scenographic dramaturgy is defined through its realisation and performance, 
regardless of intention; it is only the activation of the scenographic in a live context 
that enables its definition. As McKinney and Butterworth (2009, 153) argue, ‘what is 
important here is the extent to which scenographic components might be viewed as 
participating in the action on equal terms with the other elements of theatre’. The 
interconnection of all the elements of the scene creates a dramaturgy. The interaction 
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of the various elements of theatre should inform each other in such a way ‘where 
scenography effectively provides the dramaturgical through-line’ (McKinney and 
Butterworth 2009, 192).  
 
The insights by artistic collaborators (Barber and Burton 2014) on the scenographic 
realisation of the new version of the chamber theatre machine, together with the 
identification by critical reviewers of the scenographic intentions of the work, 
compliment and enforce the pursuit of the first working principle. The contraction of 
the chamber theatre machine (one designed as space specific) allows scenographic 
dramaturgy to manifest.  
 
Scenography can be defined as ‘the manipulation and orchestration of the 
performance environment’ (McKinney and Butterworth 2009, 4) and formal 
dramaturgy relates to the ‘internal structures of a play text and is concerned with the 
arrangement of formal elements by the playwright – plot, construction of narrative, 
character, time-frame and stage action’ (Luckhurst 2006, 10-11). Scenographic 
dramaturgy, while combining elements of both, is most active at the time of playing by 
the actors and viewing by the audience. In effect, they both interact and contribute to 
manipulating the theatre machine.  
 
 6.2.2 Working Principle Two: Chamber Theatre Form 
	  
The performance space, the design, and the actors’ relationship with the audience 
must be intimately framed.  The form’s key attributes include: 
 
1. Playing with levels of reality through subverting naturalism (McKinney and      
Butterworth 2009).  
2. Activated associations of homeness (Aaronson 2005).  
3. Antediluvian notions of theatricality (Kohn 2014).  
 
Preliminary findings from the second creative cycle revealed that the fundamental 
feature that defined A Tribute of Sorts as a chamber theatre piece is that a custom-
built chamber theatre machine was designed to house its performance from 
inception. The machine sat within a larger black-box theatre space and was 
intimately framed in close proximity to the audience. The findings taken from the 
previous cycles also suggested that contemporary chamber theatre form could be 
further defined by its conscious play with levels of reality, through conscious 
association of homeness (Aaronson 2005) and an awareness of its own theatricality 
Benjamin Schostakowski   	   80 
(Kohn 2014). In the second version, this definition was articulated further, specifically 
in reference to ‘playing with levels of reality’.  
 
6.2.2.1 Playing with Levels of Reality: 
 
The final version of A Tribute of Sorts actively played with several levels of reality: 
 
• The reality of a live audience watching actors perform in a theatre venue.  
• The reality of characters (Ivan and Juniper) performing an amateur show for a 
live audience in a theatre venue.  
• The reality that Ivan and Juniper were at times behind a ‘fourth wall’ in their 
real room, and at other times they would speak directly to the audience 
through the fourth wall.  
 
Considering that the audience’s relationship to the performance is intentionally 
framed with intimacy, the audience was invited closer to the dramatic world and 
invited to engage with its various levels of reality in a direct exchange between 
performer and spectator. As with Strindberg’s chamber theatre, the intention was to 
exploit the nature of this exchange – between the interplay of the fiction and reality.  
 
Following the first preview performance on May 7th 2014, I recorded the following 
entry in my creative journal:  
What surprises me about our first audience was that the theatrical 
worlds seem more clearly defined than in our first version. The 
audience seem to want to just watch them in the reality of their 
room, they seemed more nervous when they are being directly 
addressed by Ivan and Juniper through the fourth wall. Perhaps this 
is because the QTC audience are more comfortable generally with 
traditional theatre forms – the reality of theatre being actually live 
and actively engaging with audience seems much more dangerous 
here (Schostakowski 2014).  
 
On reflection, this entry speaks to a key trait of chamber theatre as form. By virtue of 
its intimacy, active disruption of levels of reality can affect the audience in a similar 
way to how Strindberg intended in his early visions of chamber theatre, where ‘the 
actors seem to be directly accessible to the audience, who are compelled to become 
emotionally involved in the dramatic action and feel personally challenged by the 
actors’ (Pavis 1998, 46).  
 
In order to examine this concept further, I interviewed Dash Kruck (who plays the 
character Ivan Plank), about his experience performing to a new audience and in a 
new space. He stated:  
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The strange thing for me was the audience seemed less likely to 
laugh directly at us this time. I remember non-stop laughter at La 
Boite, but here the audience seems to buy into the reality much more 
that we [Ivan and Juniper] want to succeed in performance – so they 
think laughing at us is a bad idea. They bought into the reality of the 
characters’ fictional world more and were shocked when we spoke 
directly to them (Kruck 2014 l.23-29).  
 
To elaborate further on Kruck’s experience, critical reviews also commented that 
audiences clearly felt obliged not to laugh at Ivan and Juniper’s fictional failures. A 
review from Stage Whispers stated that ‘as an audience member you daren’t laugh 
at something that goes wrong for fear of destroying their concentration or offending 
sensitivities of the players’ (McKee 2014). Coates’ (2014) review similarly states,  
‘Emily Burton and Dash Kruck have us in the palms of their hands from the opening 
scene, so we almost dare not laugh – it would be like mocking your ten-year-old’s 
hilariously disastrous efforts’. Refer to 05.33-14.45 of the archival video 
(Schostakowski 2014), The Prologue by Ivan and Juniper illustrates an example of 
such a moment.)  These correspondences from the points of view of both the 
spectator (from the point of view of a critic) and the actors reveal a phenomenon 
where the fictional reality was accepted, to the point that the spectator’s treated the 
fictional setting as the realistic setting. The levels of reality, or the ‘distinction 
between revealed (divine) and observed (human) knowledge’ (McKinney and 
Butterworth 2009, 90) seem to entirely collapse on each other in the intimacy of the 
chamber theatre form.  
 
MacAuley (2002, 126-127) states that ‘there are at least two systems of 
segmentation at work in any theatrical performance, the presentational and the 
fictional’ andthat ‘theatre is a place where fiction and reality come together to 
problematise each other’. What is presented in performance is always both real and 
not real, and there is a constant interplay between the two potentialities’. A Tribute of 
Sorts (Version II) revealed that an inherent power of the chamber theatre form lies in 
the culmination of actors being ‘directly accessible to the audience’ to they point they 
are ‘personally challenged by the actors’ (Pavis 1998, 46) as per Strindberg’s 
intention, coupled with the interplay between the fictional and presentational reality. 
In chamber theatre, the intimacy between actor and spectator relations is amplified 
and the boundaries of fictional and presentational are collapsed, to the point ‘neither 
of which is ever completely realised’ (MacAuley 2002, 126).  
 
This working principle also details activated associations of homeness (Aaronson 
2005) and antediluvian notions of theatricality (Kohn 2014). Their operation 
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continued to influence the production, as outlined in the previous creative practice 
cycle. The insights into these traits retain their significance; however, as the 
production was a remounted version of the same production, these insights remained 
unchanged. The final working principle analysed here is the pursuit of psycho-
plasticity within chamber theatre form.  
 
6.2.3.  Working Principle Three: Chamber Psycho-Plasticity.   
 
Working principle three that emerged from the practice can be captured in the idea 
that contemporary chamber theatre manipulates its intimate spatial environment to 
react and respond to the inner-psychology and meanings of the play within. This is 
crucial so that ‘scenography becomes dramaturgy’ (Baugh 2012 l.863) and 
contributes to the meaning-making process in performance.  
 
The resulting sub-question from the previous creative practice cycle was: ‘How does 
Svoboda’s scenographic notion of ‘psycho-plastic space’ apply to chamber theatre?’ 
 
The search for kinetic stage space has sustained the development of scenography 
since the early explorations of Appia and Craig, and more recently since the work of 
Svoboda in the 1960s (Baugh 2005, McKinney and Butterworth 2009, Howard 2009). 
Svoboda’s concept of psycho-plastic space is succinctly unpacked here in a personal 
interview conducted with Baugh in 2012 (l. 276): 
Psycho-plastic space, well, as it name implies – ‘plastic’ space is a 
three-dimensional space, but the word plastic implies a movement 
to it. The ‘psycho’ implies that the movement is determined by 
emotion … 'Is the room in which my mother dies, the same as a 
room in which I make love?' So, that the space is determined by 
the emotional qualities of the story.   
 
It was my pursuit as scenographer to develop space that was responsive to the 
psychological world of the characters within it. Chamber scenography aims for 
psycho-plasticity, though in a much more specific context, one condensed by 
intimacy.  
The domestic room space in the design for A Tribute of Sorts (Version II) was made 
larger (six metres wide and two and half metres high) and was vaulted by its ceiling. 
Once the two adult actors inhabited this space, all proportions were called into 
question. The actors appeared much larger than normal and their environment 
shrunken by comparison. As Kohn (2014 l. 365) stated in a personal interview, ‘that’s 
one thing about [working in] miniature … it has dollhouse associations … it kind of 
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makes you see them [the actors] as dolls. And it always brings to mind childhood, 
and things like that’. Kohn’s remark worked to compliment a note made earlier in my 
creative journal that ‘the actors will seem even more small and doll-like in the larger 
space’ (Schostakowksi 2014). As Kohn noted, the disproportionally small room works 
to elicit dollhouse associations and to conjure up one of the driving dramatic themes 
of the work: childhood innocence. Here, the plastic and the psychological become 
cooperative in meaning-making through an intimate design structure. The 
disproportionally small room works ‘to establish the claustrophobia and the tightness 
of the world that they [the characters] create for themselves … and perhaps that’s 
partly why their relationship is the way that it is’ (Kohn 2014 l. 128).  
Furthermore, what’s interesting for chamber theatre makers is the connection 
between psycho-plastic space and chamber theatre’s quest as a form for homeness 
in theatrical presentation. The dollhouse-like room can work simultaneously to illicit 
associations of homeness and to respond to Ivan and Juniper’s psychology as child-
like adults. As Aronson (2005, 41) states, such associations in theatrical presentation 
‘create a vertical structure of polar opposites’ – the innocent child’s bedroom space 
conjures ‘fearsome dark corners [and] dusty memories’. Associations of homeness in 
chamber spaces can be conjured by an effectively constructed psycho-plastic space.  
 
A moment that best illustrates the use of psycho-plasticity in A Tribute of Sorts 
(Version II) lies in the climax of the production. From the first scene in the production, 
Ivan and Juniper draw attention to ‘the big ending’ they have planned for the 
audience. Ivan actively builds anticipation: 
 
 IVAN:  Each letter of the alphabet leads us closer to our flashy  
consummation. They look at each other excitedly.  
    (Schostakowski 2014).  
 
We are also aware that the fictional production is timed and operates mechanically. A 
“beep” sounds if a scene lingers, alerting the actors to hurry into the next scene. We 
are aware that the show is “on tracks” and human error can affect its execution. To 
add to this setting, I return to Coates’ (2014) review of the production that described 
the tension that ultimately undoes the characters:  
While Ivan is tense and rigid in all his roles, and especially in his 
interaction with cousin Juniper, she is so edgy and sexually taut that 
we wait in spine-chilling anticipation for her spring to uncoil and 
become entangled with his. The electricity between them is 
palpable. 
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The psychological tension between the characters begins to affect their performance 
more and more as it progresses. In the penultimate scene, Juniper decides to break 
character and act on her impulses by kissing Ivan unannounced in the middle of the 
scene. Ivan is shocked beyond belief, and as they begin to tussle over a prop doll, it 
explodes and covers them both in fake blood, ruining the final tribute tale before the 
finale. To add to this, the mechanical world continues moving forward without 
waiting for the bickering actors, and the big finale activates autonomously. The 
physical world begins to change: curtains open, loud dance music starts, chasing 
lights begin dancing over the set and glitter confetti falls from the ceiling. The now 
utterly embarrassed and upset actors have ruined their big ending. They are left 
sobbing as the physical constructs of their show move on without them. The lights 
and music cut out, the actors are weeping and their big finale is left spectacularly 
unfulfilled. They struggle to deliver the three lines of the epilogue before 
disappearing behind the red velvet curtain. Refer to 1.09.10-0 1.13.55 within the 
archival video of the production to view this example (Schostakowski 2014).  
 
In this moment, the chamber theatre machine in Ivan and Juniper’s tribute show 
breaks – a clear scenographic juxtaposition of the psychological and physical 
components of the world highlights the disjunction. The final image of Ivan and 
Juniper sobbing, wearing metallic gold costumes and covered in glitter provides a 
clear illustration of psycho-plasticity that reflects Baugh’s interview commentary –
psycho-plasticity is achieved where ‘the space is determined by the emotional 
qualities of the story’ (2012 l. 216). Coates’ review provides further comment on this 
moment when she states (2014): 
Her [Juniper’s] first and final pass at him [Ivan] is as doomed as 
young love usually is, and we are left with the 26 deaths to cringe 
at, and, as in much good drama, wondering what is going to happen 
after the curtain closes.   
 
Psycho-plasticity in scenography denotes environments that are ‘responsive to the 
ebb and flow, the psychic pulse of the dramatic action’ (Svobada in Burian 1977, 31). 
To coincide with Juniper and Ivan’s psychological undoing, their physical world shifts 
and becomes a direct reflection of their state of mind. Psycho-plastic space, in many 
ways, is scenography creating dramatic meaning where ‘all the factors are 
inextricably bound up in each other and cannot be simply or precisely delineated’ 
(Aronson 2005, 72).  
 
Psycho-plasticity in chamber theatre is influenced and realised by the nature of the 
chamber theatre machine it operates within. A Tribute of Sorts (Version II) provides 
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two clear illustrations of chamber psycho-plasticity in performance. The first operates 
through a physical scenographic construction that works to illustrate the 
psychological thought process of its inhabitants. That is, the forced perspective 
nature of the room brought with it ‘dollhouse associations’ (Kohn 2014) that reflected 
the state of mind of Ivan and Juniper within – it works to give meaning to they way 
they function as characters as child-like adults.  
 
The second illustration describes the direct interconnection of the chamber theatre 
machine to the characters’ pursuits and emotional shifts. The personal revelation of 
Juniper’s longing for Ivan, in action, ruins their tribute show and leaves them both 
shocked and embarrassed, accordingly the chamber machine ceases to function, 
their scenographic whole fails. Here, once again, the chamber theatre machine 
operations become ‘responsive to the ebb and flow, the psychic pulse of the dramatic 
action’ (Svobada in Burian 1977, 31).  
 
6.3 Conclusion 
 
The three core working principles developed through previous creative cycles in this 
study were tested for their viability and validity in the final version of this production: 
A Tribute of Sorts (Version II). The process of redesigning and staging a remounted 
version of A Tribute of Sorts at Queensland Theatre Company provided an ideal site 
to test the working principles in the transference of a custom-built chamber theatre 
machine to a new venue. Data in the form of the personal reflections, interviews with 
industry practitioners, artistic collaborators and critical reviews were analysed with 
contextual theory to distill the principles through their experience in practice. In most 
cases, an understanding of the mechanics of the working principles was deepened 
and exacted; in other cases their significance remained unchanged from the previous 
cycles (such as associations of homeness and antediluvian theatricality as key traits 
in the chamber theatre form). A conclusive summary of the findings from this 
practice-led study is provided in the following chapter.  
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7. FINDINGS – KEY INSIGHTS ARISING FROM THE STUDY 
 
 
This chapter presents the findings of the study as a whole, explicating how this 
research has made a new contribution to the field. This contribution is centred on the 
creative process of a scenographer who orchestrates and hones all aspects of a 
performance (including direction, design, lighting, dialogue and the experience of the 
whole work within a given venue) creating contemporary chamber theatre.  
The practice-based research project was predicated on the research question: 
How does scenography function in contemporary chamber theatre? 
 
Answering this driving question through practice has produced three key findings: 
 
1. The Chamber Theatre Machine 
  
 
It was found that in order for a scenographer to create a chamber theatre work, the 
first step in their process is to consider how to develop a machine to structure and 
house the performance. Whether the chamber venue is a black-box theatre, an attic 
or a shop-front, the scenographer must consider the given architecture of the space, 
where the actors will perform, where and how the spectators will experience work, 
how the design will function, and how all facets will operate as one holistic chamber 
theatre machine.  
 
By viewing the scene as a machine, as proposed by Baugh (2005), the scenographer 
can begin to define the scenographic dramaturgy of a given chamber work by 
contracting the machine in performance. By viewing scenography as a series of 
mechanical parts, a scenographer can determine how dramaturgy of performance 
might be constructed and set into motion. It is through a carefully articulated set of 
scenographic intentions that each contributing factor can successfully work together 
to deliver the desired effect in performance. The interconnection of all the elements 
of machine in the live act creates a dramaturgical through-line. Here, scenography 
becomes dramaturgy.  
 
2. Chamber Theatre Form 
 
This study provides a redefinition of term ‘chamber theatre’. The definition departs 
from August Strindberg’s intimate psychological plays to reconsider chamber work as 
a form defined by intimate space. Chamber theatre works must be intimately framed 
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through the performance space, the design and the actors’ relationship with the 
audience. The intention of chamber form is to elicit a stronger connection, both 
physically and emotionally, between the actors and the spectators and their 
connection in intimate space. This study identified three key traits that contribute to 
contemporary chamber theatre form and function. They are: active play with 
subversion of realities  (especially to exploit the nature of fictional and presentational 
space in close proximity to an audience), activated associations of homeness in 
chamber scenography (associations embedded in small spaces such as bedrooms, 
attics, cellars, kitchens and living rooms) and, finally, a heighted awareness of a 
production’s own theatricality (which may include tropes of antediluvian theatricality).  
 
3. The Pursuit of Psycho-Plastic Chamber Space 
 
Pioneers of scenographic thought and practice have long been in pursuit of achieving 
psycho-plastic space in scenography. That is, theatrical worlds shift and respond in 
accordance to the psychological state of the characters within it. Contemporary 
chamber theatre manipulates the intimate spacial environment to react and respond 
to inner-psychology of the play within. Psycho-plastic space in chamber theatre does 
not necessarily require elaborate set pieces to revolve in tandem with a character’s 
mental revelations, but, rather, a response to it in its intimate context, potentially in 
much more subtle manifestations. If scenographers create chamber theatre 
machines to house and structure their performance works, psycho-plasticity can be 
embedded in the performance from its earliest inception. Psycho-plastic space in 
chamber theatre exploits associations of intimate environments and enables 
scenography to become dramaturgy.  
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8. CONCLUSION 
 
This study outlined the theoretical and practical exploration of scenography in 
contemporary chamber theatre. Theoretical ideas around scenographic function, 
psycho-plastic manipulations and scenographic dramaturgy in chamber theatre 
works were tested in my artistic practice in order to test their validity and to further 
define their operation. The practice-led research took place through the creation of 
two original chamber theatre works: What’s Wrong with Gregor Post? and A Tribute 
of Sorts (Versions I and II). This document provides the reader with an overview of 
the creative practice cycles of research conducted and the emergent findings that 
developed concurrently.  
 
This study arose from an enthusiasm of practice – my interest as a theatre maker 
creating contemporary theatre works that exploit intimacy through scenographic 
activation. The goal of this study was to take theoretical ideas relating to the practice 
of scenography and apply them in a practical setting. Creating What’s Wrong with 
Gregor Post? and A Tribute of Sorts (Versions I and II) allowed me to create a 
purpose-built chamber theatre work to further define chamber theatre as a form in 
contemporary theatre practice, and its scenographic operation.  
 
The study further articulates the qualities that make up the form of contemporary 
chamber theatre. A renewed definition is proposed that reflects an ever-growing 
approach to theatre-making that employs intimate design structures and performance 
in intimate spaces and black-box studios. The study also contributes new insights to 
a community of research in the field of scenography by providing a language for 
chamber theatre scenographers to employ in practice. This study offers practitioners 
and theorists a set of working principles by which contemporary chamber theatre 
works can be created and further understood scenographically.  
 
8.1 Significance of the Study  
 
As a theater-maker whose career as an emerging artist was embedded in creating 
work for small chamber theatre spaces, I experienced a gap in knowledge about how 
to approach and articulate the process of scenographic realisation in such spaces. 
One of the key significances of this study lies in the proposed working principles for 
theatre-makers who work in such spaces.  
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Academically, this study contributes new knowledge to the discourse that surrounds 
scenography, which stands as ‘an emergent academic discipline’ (McKinney and 
Butterworth 2009, xiii). By drawing from the practical evolutions in scenographic 
theory throughout the twentieth century, this study articulates practical and 
theoretical solutions to activate scenography as an integral means of meaning-
making in performance, not simply stage decoration. The study begins to further 
define the concept of scenographic dramaturgy, which presents itself as an ideal 
concept ripe for further investigation.  
 
Scenography as an academic discipline provides theatre makers a theoretical 
language to articulate the intentions and motivations for a space-specific approach to 
creating a theatrical event. However, this study’s investigation through practice 
wholeheartedly supports Svoboda’s assertion (in Burian 1977, 15) that discovery in 
the field of performance is best made through experience – ‘what’s important is the 
actualisation. True scenography is what happens when the curtain opens and can’t 
be judged in any other way’.  
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Please find attached a DVD that includes a file containing the following contents: 	  
1. Ethical Clearance Documents 
2. Transcripts of Interviews 
3. Creative Journal Sample 
4. A Tribute of Sorts (Version II) script 	  
